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CONNIE FRANCIS 

LIVE AT THE SAHARA IN LAS VEGAS 


Lou Basil Orchestra / Conducted by Joe Mazzu 


Side 1: 

Opening 

1. Once In A Lifetime 

2. One Of Those Songs* 

3. My Heart Reminds Me* /Yesterday . 

4. La Bamba** 

5. Sunrise, Sunset 


V 


1:03 
.. 2:10 
.. 2:10 
..3:20 
. 2:12 
..3:18 

6. Please Don't Sell My Daddy No More Wine/ 
Gotta Travel On**/ 1 Can’t Stop Loving You/ 
Queen Of The House 4:41 


Side 2: 

1. I Left My Heart In San Francisco* 3:50 

2. Mama* 3:39 

3. Will You Still Be Mine* 2:15 

4. Who’s Sorry Now* 2:11 


5. Al Di La* i 3:02 

6. Up Above My Head** /Glory Glory**/ 

Light Of Love** 2:45 


Arranged by Joe Mazzu, Don Costa, Marty Paich, 

Warren Meyers, Joe Mele and Sammy Lowe 

All Compositions BMI except {*) ASCAP (**) Traditional 

Produced by: Tom Wilson 

Editing Engineer: John Cue 
Director of Engineering: Val Valentin 
Remixing Engineer: David Greene 
Cover Photo. Anthony Cook 


CONNIE FRANCIS AT THE SAHARA 

Miss Connie Francis is a rare performer in this present musical age. 
She is one of the very few who have graduated successfully from the 
field of "pop" music to become one of the world’s foremost theatre 
and night club entertainers. In doing this, she has not only gained a 
whole new public but has retained and even added to her vast follow- 
ing in the pop music field. 

To become a star in night clubs is no easy matter, and few female 
record artists ever achieve any degree of lasting success in this di- 
rection. A couple of hits can easily skyrocket them to stardom and 
the big money for a short time, but it takes considerably more than 
this to remain a headliner in this most difficult side of show-business. 
For singing songs is just not enough— a singer must also be able to 
entertain for an hour at a time and, at the end, still have them yelling 
for more. 

I have seen Connie Francis develop over the past few years from just 
such a young singer of songs to the big star she assuredly is today. 
We, at the Sahara Hotel in Las Vegas, are proud that she is one of our 
most consistent box office attractions and the program she has 
selected for this album proves that this is no accident or momentary 
success. 

Connie chooses her own program of songs and has developed an 
intuitive awareness of just what is right for a particular audience. 
Her new act, recorded live on the stage of the Sahara’s world famous 
Congo Room before over 800 patrons who chose to see her in prefer- 


ence to seven outstanding stfirs at ether Las Vegas Hctels, attests to 
her good taste and meticulous care. The enthusiastic audience re- 
action, as caught by MGM’s engineer;, confirms the impact her songs 
have made. 

Night clubbers, especially those in Las Vegas, who have the world of 
entertainment to choose from, are renowned to be the most difficult 
to please. Connie Francis not only pleases them— she captivates them 
as few female singers are able to do. 

All the moods and great versatility of Connie Francis are contained 
in the songs she sings in this album. From the rousing Once In A 
Lifetime with which she opens the show to the poignant Mama, a 
dramatic ballad hit she sings in Italian. It is also one of her most 
requested numbers. Even if you are not a devotee of country music 
you’ll go for the medley in which she sings Gotta Travel On, I Can’t 
Stop Loving You and her version of Roger Miller's rousing King Ot 
The Road. These are the kind of songs that launched her career and 
of which audiences in the most sophisticated c'jbs never seem to 
tire. Then there is the great Beatle song Yesterday, the rocking La 
Bamba and many more to round out a great show. 

It was my distinct pleasure to work with her on the production of the 
show from which the excerpts for this album were taken. If you have 
never seen her perform in person, this LP should inspire you to do so 
soon. If you are fortunate enough to have already seen her, especially 
at the Sahara Hotel, then this will become, as it has for me, a treas- 
ured memento of that experience. Stuart Allen 

Entertainment Director, Sahara Hotel 
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THERE I GO DREAMIN' • THAT'S THE WAY IT'S ALWAYS BEEN 
REINCARNATION • AIN'T THAT FINE • OUR HEARTS WILL PLAY THE MUSip 
| ATT A BOY GIRL • YOU CAN'T ROLLER SKATE IN A BUFFALO HERD ' 

HARD HEADED ME • AS LONG AS THERE'S A SHADOW 
LOVE IS NOT FOR ME • IN THE SUMMERTIME (You Don't Want My Love) 
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Side 2: 

KING OF THE ROAD (Roger.Mill.r) 2:25 

YOU CAN'T ROLLER SKATE IN A BUFFALO HERD (Rogur Miller) 1:48 
OUR HEARTS WILL PLAY THE MUSIC (Roger Miller) 1:59 

LOVE IS NOT FOR ME (Roger Miller) 2:11 

IN THE SUMMERTIME (You Don’t Wont My Love) (Roger Miller) 1:44 

THERE I GO DREAMIN' (Dorsey Sumell) 1:53 


THE RETURN OF 


m MIIUR 


As a composer and os a performer Roger Miller is one of the most gifted 
young talent on the iecord industry's horizon. Although not a newcomer 
(he wrote '\Vi the summertime" which Andy Wil liams hit with a -few years 
ago) his uniqi'e lyrics and inventive way with a melody and vocal gimmicks 
have finally been recognised by the public. He won over the entire trade 
(both pop and country) with his novel "Dang me" side and seems to be 
further enlarging his following with his current hit "Chug-a-lug. " He 
penned these hits pi js the ten other songs in the album. Roger is one of 
the most sought-after guest artists on the TV scene this year. In the past 
few weeks he appeared on the Johnny Carson, Ernie Ford and Jimmy Dean 
Shows and is set for the Andy Williams TV'er in the near future. 


Side 1: 

(And You Had A) DO-WACKA-DO (Roger Miller) 
ATTA BOY GIRL (Roger Miller) 

REINCARNATION (Roger Miller) 

THAT’S THE WAY IT S ALWAYS BEEN (Roger Miller) 
AS LONG AS THERE’S A SHADOW (Roger Miller) 
HARD HEADED ME (Roger Miller) 

AIN’T THAT FINE (Dorsey Burnett) 
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Engineer 


In Honour of Mr: John Ulaun 
For this Constructive Critiscism 
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Thanks’ To Mr: Leroy Ulaun 
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this recording 


THANKS TO ALL 
MY SPONSORS 


Kings Electronics 
Kasmir 
Boolchands 
Penny.'s 

Indian Commerce 
Richard Gibson 
Mr. Boasman 
Lai Sachden Satan 
Little Europe 
Arts & Gem 
Gems Land 
Carribean Gems 
Klas Electronics 
Omni Jewellers 
New York Fashions 




Musicians’ 


Anthony thewet - trumpet 
Mario Brown Keyboard 
Mickey Stokes - Drums & Percussions 


Musical Aranger & Director 


Leroy Ulaun 
& Bassman 


Malcom Conrad 
Recorded At Bronese Studio 


ST. Maarten 


Leave The Indians Alone 
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No Drug’s (Koto) 


King Koto 


THE VERSION 
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HECHO EN VENEZUELA POR SONOINDUSTRIAl. C.A. 

TELEFONOS: 418971 - 418979 DIRECTO 416138 


Aruba Recording Studio 
Mixing Engineer: Anthony Lacle 
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Keyboards' in come miss tourist 
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Arranged by Harold Wheeler ♦ Produced by Harold Wheeler for Gryphon Productions, Inc. ♦ Executive Producer: Nat Shapiro 

si 1)10 A 

Golden Oldie (3:25 ) ♦ We Have Your Size (2:20) ♦ In My Way (3:47) ♦ Looking for the Magic (3:00) ♦ All the Dreamt (4:39) ♦ In My Mind (3:20) 

You're What I Wanna Get Used To (3:20) ♦ Make Him Mellow (3:10) ♦ Cafe la vie (3:10) ♦ Ladies Man (3:14) ♦ Dreaming You Home (3:12) ♦ For the Length of a Song (1:49) 

All songs composed by Susan Barlow 
Public performance clearance — ASCAP 

A & R Supervision: Walter Alshuk ♦ Recording and Re-Mix Engineer; Mike Moran ♦ Recorded in RCA's Studio “C," New York City 
Designer: Craig DeCamps ♦ Photographer: Nick Snngiamo ♦ Art Director: Acy Lehman 
FEATURED MUSICIANS: 

David Dutcmple — Fender bass ♦ John Tropea — electric guitar, mandolin and si tor ♦ Jerry Friedman and Jelf Mironov — electric guitars on In My Mind and You're What 1 Wanna Get Used To 
Allan Schwortzberg — drums ♦ Arthur Jenkins, Jr. and Cordon Gottlieb — percussion 
Garnet Brown and Eddie Daniels — Dixieland Band 
All keyboards, vocals and acoustic guitar performed by Susan Barlow 
Linda November, Arlene Martell and Vivian Cherry — background vocals 
Special thanks to our sound consultant STEVE SCHEAFFER for his help at the sessions and the mixes. 

And a very special thanks to Sidney Hcckcrmnn for finding Susan in the first place. 
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Susan Barlow: composer, author, singer, pianist (good), guitarist (adequate). Resident ill Brooklyn, New York where she was born in late 1940s. Writes contemporary, 
idiomatic, personal songs. Sings clearly. Studied psychology. Lives quietly with young son. A very private person, she doesn't like liner notes. 

TMK(S) Registered • Marcu(s) Regislritduf t ) RCA Corporation • V ll)7.'>. RCA Records, New York, N.Y. • Printed In U.S.A. 


W 57lh SI. Now York 


Y 10019 




SIDE A 


GOLDEN OLDIE 

The man on Ihe radio 

Hecaffecf it's golden oldie . . . 

You know. 

He must be wrong . . . 

Do me a favor, make it louder 
My baby liked it loud and clear 
Do me a favor, make it louder 
I want my baby to hear 
The man on the radio 
Who's playing. 

Playing our song . . . 

I’ve been sitting here, busy doin' nothing 
Been busy doin' lots of nothing 
Since he's gone — 

I’ve been rememb'ring all of the things 
We used to like to share — 

How we used to sing along, 

Whenever they would play our song — 
The man on the radio . . . etc. 

Do me a favor, make it louder . . . etc. 

I keep hoping he’ll miss me 
When he hears it. 

And it’ll do the same to him. 

Like it does to me 

Or am I just a golden oldie, 

A, near-forgotten melody . . . 

Just something else to sing along 
With all the other old-time songs . . . 
The man on the radio . . . etc. 

Do me a favor, make it louder . . . etc. 


WE HAVE YOUR SIZE 

Imagine . . . 

Walking along on your way 
Just another day of just getting by 
Without a why or a wherefore, 

No one to care for you — 

Imagine hearing a song on your way 
That turns around your day 
And makes it just fine 
You take a shine to the singer 
Lately you bring her your love 
And she sang . . . 

We have your size in lovin’ 

Please inquire, inquire within 
We specialize in suiting just like a glove 
And when you're needin’ a friend 
We have your size 

Multiple colors — colorful multitudes 
Of styles to try . . . 

Imagine . . . 

Walking along on your way . . . etc. 

And she sang . . . 

We have your size in lovin’ 

Please inquire, inquire within 
We specialize in suiting 
Just like a glove 


IN MY WAY 


My, my, my. 

You’re lookin' real fine 
I can see you're happy — 
Well, it’s sure about time . . . 
The way that I treated you 
Sure was a crime, but 
In my way 

It wasn't the right way, but 
In my way 
I loved you 


My, my, my. 

The things that I’ve done 
But with all the trouble 
Well, I gave you some fun . . . 

I’d sure be a liar, if I said 
You'd been the only one, but 
In my way 

It wasn't the right way, but 
In my way 
I loved you 

Been so 'iusy thinking ’bout you baby 
Just about all — all of the time — 

Has it been the same for vou? 

Try me baby, I’ve been changin’ 
Losin’ you lit up my mind 
And I swear that this time, 

I’ll be true . . . 


You’re lookin' real good 
If you still wanna love me 
Well, I wish you would . . . 
I’d sure like to touch you 
If only I could, ’cause 
In my way 

It wasn't the right way, but 
In my way 
I loved you — 

In my way, in my way 
I still do . . . 


(Vasari fiartou ; 


LOOKING FOR THE MAGIC 
Magic in a rabbit burrow 
If you think you’d like to follow 
If you think you'd like to see me 
That is where I’ll be 

Looking for the magic . . . 

Won’t you come 
For the day. 

Or stay awhile. 

Stay awhile with me 
Underneath a white umbrella 
If you think you'd like the color 
If you think you’d like to see me 
That is where I’ll be 

Looking for the magic . . . 

Won't you come 
For the day. 

Or stay awhile. 

Stay awhile with me 
Underneath a white umbrella 
If you think you’d like the color 
If you think you’d like to see me 
That is where you’ll be 

Looking for the magic, with me . . . 
Looking for the magic . . . 

Won’t you come 
For the day. 


ALL THE DREAMS 

All the dreams you never made happen 

Happened to find you in the streets again 

Walk a bit slower 

Dreaming is over 

Life has you live in the streets again 
Every dream that faded 
In the light of someone’s laughter 
Just a phantom fantasy or two . . . 
From today and after 
Reality has won you — 

Are you just wiser now 
Or are you just tired? 

All the dreams you never made happen 
Happened to find you in the streets again 
Walk a bit slower 
Dreaming is over 

Life has you live in the streets again 
Life has you live in the streets again 


IN MY MIND 

I found myself thinking of you today 
It doesn’t pay 
I do it, anyway 

I think about the way you looked at me 
The Jay we met 
I can’t forget 

You've got a way of stayin’ with me 
In my mind 

’Cause in my mind, you’re in my life. 

And you still love me 

You know the way the shadows grow so tall 
Until the falling of the sun each day — 

That’s my love, 

Crowing just that way for you 
Until the fall 
’Til I recall 

It's just my oversleeping. 

Shadowing my mind — 

’Cause in my mind, you're in my life, 

And you still love me 
I’ve been oversleeping too many mornings 
My mind's been oversleeping since you’re gone 
I've been oversleeping too many mornings 
My mind's been oversleeping much too long 
You’ve got a way of staying under my pillow 
You've got a way of staying in my mind 
You’ve got a way of staying under my pillow 
You’ve got a way of staying with me, 

In my mind . . . 

I found myself thinking of you today 
It doesn't pay 
I do it, anyway 

I think about the way you looked at me 
The day we met 

You’ve got a way of stayin' with me 
In my mind 

'Cause in my mind, you’re in my life, 

And you still love me . . . 


SIDEB 


YOU’RE WHAT I WANNA GET 
USED TO 

You’re what I wanna get used to 
You’re what I wanna get tired of 
And, in a while, 

When we get re-inspired. 

You’re what I wanna love 
You’re what I wanna love 
You’re what I want 
When the day is done 
And the nighttime comes on 
Like somebody achin' for love — 

And I just know that you know my meaning 
'Cause I see it in your eyes . . . 

You’re what I wanna get used to 
You’re what I wanna get tired of 
And, in a while, 

When we get rc-inspired, 

You’re what I wanna love 
You're what I wanna love 
You’re what I wanna get used to . . . 

You’re what I wanna get tired of . . . 

You’re what I wanna get used to . . . 

You’re what I wanna get tired of . . . 


MAKE HIM MELLOW 

I think he’s tired 
I think he’s cold 
I think he’s hungry 

For somebody to hold 
I’m gonna do my very best 
To make him mellow — 

He’s had his troubles 
He’s had his cares 
Turning his corners. 

Climbing his stairs 
I’m gonna do my very best 
To make him mellow . . . 

When times are bad 
And I feel sad, you know 
He always knows just when 
To say he loves me — 

Then come what may 
I know some brighter day 
Is on the way, 

As long as I can make him stay 
And keep him happy — 

So when he’s tired 
I’ll give him ease, 

And when he’s hungry 
I’ll be right there to please 
I’m gonna do my very best 
To make him 
Mellow 


CAFE LA VIE 

Na na na no na na na na . . . etc. 

The very day I was bom 
I started looking for someone like you — 

To tell the truth, 

I’ve had quite a few, in between . . . 

I see you storing at me 
You think I’m stuck here, in.Caf6 la vie 
Singing and chasing indefinitely 
After love . . . 

Na na no na na na na na . . . etc. 

I’m tired of guys 

With nothing but eyes for loving 

And lies for leaving me wny behind — 

Let’s play it by car 
And time will make clear enough 
If we’re near enough 
To each other's kind 
Although it's smoky in here 
I’m used to spotting the guys with veneer. 
The frozen toughies 
Who melt real fast, after love — 

This is the last song I sing 
Before they bring down the curtain tonight 
Both me nnd Cnf6 la vie invite your return — 
After hours . . . 

And after n little loving . . . 

Maybe you'll stay . . . 


LADIES MAN 
He’s a ladies man 
And I'm just a lonely lady 
If he stays all night 

That’s my lucky day 
I gave him so much 

— guess I was crazy — 

But I thought I could 
Make him love me . . . 

Now my ladies man wants more 
Of a lady than me 
Hard to close your eyes 
To all that a man can give you — 
Hard to open your eyes 
After he's kissed them closed 
He gave me so much 
— in the beginning — 

Ladies men give like crazy 
Til they’re sure of winning 
Now my ladies man wants more. 
He wants more, and better. 

Than I can give him — 

I wanted to be the one 
to keep him happy 
I wanted to be the one 
to be his only one — 

He gave me so much 
— in the beginning — 

Ladies men give like crazy 

Til they’re sure of winning . . . 

He’s a ladies man 

And I’m just a lonely lady — 

Now my ladies man 

Wants more of a lady than me 


DREAMING YOU HOME 

Feels like forever 

That I’ve been waiting 
For some kind of power 
To bring you home — 

I don't deny you your freedom 
to room — 

Don't you deny me my 
Dreaming you home 
Dreaming you home 
Dreaming you home 
Every night Lord I feel so alone 
Til I start sleeping, and 
Dreaming you home 
I hear your footsteps 
Out in the hallway 
You open the door, and 

You smile me that smile — 
Just dreaming it over. 

The same as before — 

But I need the real thing 
Once in a while . . . 
Dreaming you home 
Dreaming you home 
Every night Lord I feel so alone 
Til I start sleeping, and 
Dreaming you home 


FOR THE LENGTH OF A SONG 

Reaching out 
Just n little bit 

If only for the length of a song — 
What could be sweeter 
Than sharing some meter 
And making some stranger 
Want to sing along . . . 

'Cause you don’t know me 
And maybe you don't want to 
But let's touch for a moment 
And then, if you want to. 

You’re free to forget 
That we reached out 
Just a little hit 
For the length of a song . . . 


s reserved. 
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1 - EL PIO MENTIROSO 

W. Leyva 

2 - NO CAMINO MAS ^ 

Ninon Mondejar 

3 - VEN Y VEN 

F. Alfonso 


LADOA 
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Rafael Lopez 
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R. P. Martinez 
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SONNY HOPSON 

LIFE & MAD 

featuring 

CHARLES EARLAND ON ORGAN 

M. C.: CUS "SILK" LACY 



C.S.L.P.-0001 


SIDE 1 


SIDE 2 


1. GETTING TO KNOW YOU 

2. BRIGHT LIGHTS 

3. SOMETHING 

4. STRANGERS IN THE NIGHT 


1. UNHH-UNHH 

2. THREE O’CLOCK IN THE MORNING BLUES 

3. IT WAS A VERY GOOD YEAR 

4. GIRL TALK 

5. STORMY MONDAY 


FROM THE SHIT HOUSE TO THE WHITE HOUSE by Gus "Mr. Silk” Lacy 


From a small dingy room, called an apartment, in the 5100 block 
of Pine Street, Phila, Penna. — An unusual success story starts 
rith a local boy, who without a doubt made good. 

From a stretch in the Air Force-driving bulldozers and tractor 
'railets to Cadillac's and limousines came Sonny Hopson. 

After his discharge from the Air Force, he went back to the 
streets, known to many as the jungle, and to all as the ghetto, 
when: thousands participate, but few succeed. 

Sonny, who was able to hold his own, was one who succeeded, by 
wreck chasing, and at times, with the cops chasing him. 

Being very cynical, and knowing the price of everything but the 
value of nothing - Sonny threw a small fortune away. It was at 
this time that I detected some of the rare and beautiful talents 
hat the Mighty Burner possesses. 

In 1965, Emory Saunders, local disc jockey at WHAT, in charge 
cf the "Pepsi Cola Come Alive" show, realized that there was a 
gap in communications between Pepsi-Cola- WHAT and night life 
in Philly. Dolly Banks, president of WHAT was looking for a 
centrally located spot to get live reactions and opinions from 
Phillies Nitc Life and Cafe Society. "Mr. Silks' Third Base", was 
chosen as the kick-off spot which is the beginning of the success 
story of Sonny Hopson (The Mighty Burner). 

Sonny happened to be in my place on that rainy-dreary-loncly 
afternoon; sitting, looking out the window - feeling depressed 
dejected and sorry for his damn self, for the cards were no longer 
falling his way. 

It was then and there that I asked Sonny to accompany me to 
WHAT for an interview, because knowing the inner man, I felt 
that he was more than qualified to do the job, and Sonny was 
more than willing to take the shot. His personality brought him 
through and he was hired to interview by a hot-line, directly to 
WHAT live - famous personalities, that were on Phillies night 
scene at the time. 

Beginning at Mr. Silks, interviewing such stars as; 


Wilt Chamberlain - Chink Scott - Cuy Rodgers - Bill Russell - 
Andy Johnson - Maury Wills and Hank Aaron. 

From the Show Boat; 

Cloria Lynn - Oscar Peterson - Miles Davis - Lou Davis and 
Horace Silver. 

From the Play Mate Supper Club: 

Herb Adderley - Bob Jeter - Bob Brown - and a lot of others. 

From Club Harlem in Atlantic City, N. J. : 

Billy Eckstine - Billy Daniels - Damita Jo - and many, many 

Sonny did his job in such a fantastic manner, that, and rightly so, 
he became known as the "Mighty Burner". Thanks to Sonny - 
"Make no mistaka Jaka" has become the latest expression with 
the younger set and in most households today. 

By this time, without a doubt, the "Mighty Burner" was to hot 
for the hot-line. He was in demand for personal appearances 
throughout the city and surrounding areas. 

WHAT realized that this man had outgrown the job-so they 
offered the Pepsi-Cola Come Alive show to him as his sole 
operation, and this was the beginning of the making of Philly's 
most controversial disc jockey. 

Sonny, realizing that he wasn't totally prepared for public speak- 
ing, called upon his close friend. Capt. Chester Cethers of the 
Phila. Police Dep't. for help with his breathing, phrasing and 
enunciation. The results, thanks to Capt. Cethers, in just six 
short weeks wo>e amazing. This too was a stepping-stone in this 
success story. 

He proceeded to break all records with the Pepsi Come Alive 
show and went from fop rooms to plush clubs. For the first time 
Pepsi-Cola joined all other major beverages on the night life 


Crowing up in the ghetto, Sonny has always had a love for the 
youth living there. Understanding what motivates these young 
people, his primary aim is to personally do whatever he can to 
help youngsters and particularly the undei-privileged. 

He started record hops at the Arcadia Ballroom, at Broad and 
Erie, on Sunday's for the teens; and it was often refered to as "a 
swinging and funky house. Man - that’s really saying somethin' 
for Philly - since we have so few. 

It's hard to believe that in such a short time, the "Mighty Burn- 
er" played to overwhelming crowds. One of this cats greatest, 
was the packed and jammed Cadillac Club with the Clara Watd 
Singers (Man whatta gas). 

Then followed Town Hall, "Up Tight”, the Spectrum and Peps 
"Outta Site", the Arena and Century House, "Wow" (Blew 
their minds) . 

Some of the beautiful tunes that Sonny does on this album - one 
in particular - Three O'Clock in the Morn Blues, is his own; 
personal and private stock, written by Sonny himself at 3 o’clock 
in the morn. Arranged by the very talented Charlie Earland and 
under the personal direction of Leon (Cannonball) Fisher who 
was instrumental in setting up and directing the complete ses- 
sion. Charlie Earland who needs no introduction, accompanied and 
arranged each and every number, which I believe will be a 
Funky but classic album. 

So in closing the Sonny Hopson success story, I would like to 
thank each and every one of you, for taking time out to read 
these notes, about a young man who's had the opportunity to 
walk among kings and queens and never lost his common touch. 
Cus ( Mr. Silk ) Lacy 

P.S. : I'm quite sure that after reading the liner notes on Sonny 
Hopson I the Mighty Burner) you will agree, that the title, From 
tho shit house to the White House is most appropoe. 

Wm. Silk 




Special thanks from to the people who made it possible. 

Sonny Hopson 

Supervisory Personnel 
Music: C. Earland 
A & R Production: C. Lacy 
Technical: F. Downs 
Audience, Staging: C. Fisher 
Music Arranged, Conducted & Played by Charlie Earland 
Audlc: Electrical Installation and 
Sound Separation - F. Downs 
Video: Camera Displacement, Lighting, Audience 
Participation, Staging - F. Downs-C. Fisher 


Producod by Earland, Fisher. Hopson 
and Cus "Silk" Lacy 
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LA PASOCONTIGO 


NEGROS : I 


»D0A 

1- ESTA N0CHE1A PASO COIMTI GO 2:55 
L. Gomez - L. Sorroza 

2- NO MORIRAJAMAS 3:20 
0. Salinas - H. Gonzalez 

3- HOY 2:53 

R. Rivas 

4- NO VIVIRE 1:55 
Chico Novarro - M. Rivas 

5- ATU RECUERDO 3:25 
H. Beiza ■ J. Podreros 

6- PUERTO VACIO 3:22 
Chico Novarro 

LADO B 

1- AYER PREGUNTARON PORTI 3:48 

C. Baeza 

2- Y ME PROMETES 3:20 
Franco 

Valdez 

3- QUIERO QUE GRABES EN Ml RIEL 2:57 

S. Soldan ■ R. Rey 

4- SI CDNMIGO TU NO ESTAS 2:28 
A. Conte - R. Rey 

5- TEDIMI VIDA 3:22 

D. R. 

5- NO CREAS DUE SIN Tl 2:23 
C. Baeza ' A 
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GOIN' BACK TO GOD 



Since eternity past, God has used His music for His pleasure. To hear melodious 
sounds coming from the tried and the true is a joy to His heart. God has always used 
His music through committed vessels to comfort the comfortless, to soothe the 
broken hearted and to draw the attention of the wayward, rebellious and unconcern- 
ed, so their hearts might be softened to receive the seed of His Word. The James 
Viner Singers are destined to be channels through which God's melodies can meet 
the needs of mankind. 

James Viner, In whose heart this dream was born, has endured much opposition. The 
fact that he is the son of prayerful parents, Mr. and Mrs. Charlie A. Viner, has much to 
do with the direction his life has taken. He is also aided by being the protege of an 
observant sister, Mrs. Dorothy E. Diggs, who recognized his God given gift and 
helped nurture and foster his growth, thus building a foundation of strength and 
courage. James, continuing to build on that foundation while serving his country in 
Frankford, Germany, formed a gospel choir which is in existence today Then, yet 
building on that foundation, five years ago James moved to the Philadelphia-New 
Jersey area to live. He has received much encouragement from his pastor Bishop 
R.T. Jones, Sr. and the members of the Christian Tabernacle Church of God In Christ. 
Another Dream came true, The James Viner Singers were born. James serves as lead 
and tenor. Carolyn Ransom, who sings lead, second soprano and alto, has most 
assuredly helped to construct this group. Doris Barnes, alto, second soprano and 
pianist, has versatility that is incomparable and also contributed greatly to the group. 
Cybil Pope, first soprano and lead has made an unequalled contribution. Arlene 
Cadwell, first soprano, has added the flavor needed to congeal a gospel group of 
quality. Ronnie Dixon, tenor and pianist; talent and dedication has played a major 
role in building the structure of the group. 

The James Viner Singers’ travelling experience has taken them to various cities on 
the east coast, parts of the mid-west and into the southern states. They have also ap- 
peared on programs with such artists as Walter and Edwin Hawkins and Family, 
Evangelist Shirley Caesar, Evangelist Rosie Wallace Brown, the Voices Supreme and 
several others. 

The members of the group are derived from varied backgrounds but their coming 
together has formed an aggregation of unity. 

Listen meditatively as the James Viner Singers share with you their first album 
presentation. 

Evangelist Rosie Wallace Brown 



THE JAMES VINER SINGERS 
(left to right) Ronnie Dixon, Doris Barnes, Cybil Pope 
Carolyn Ransom, Arlene Cadwell, James Viner 


We would like to give SPECIAL THANKS to 
MR. JIMMY WALKER, President of ERANA RECORDS. 
You have completed our dream. 

THE JAMES VINER SINGERS. 


SIDE 1 


2321 -A 


SIDE 2 


2321-B 


1. What Are You Living For? 

Soloist (James Viner) BMI Writers / Fred Stone, Jr. / James Viner 

2. I Don’t Know What I Would Do (Without The Lord) 

Soloist (James Viner) BMI Writer / Ronnie Dixon 

3. Hold On 

Soloists (James Viner and Carolyn Ransom) BMI Writer/ Public Domain 

4. Going Back To God 

Soloist (Cybil Pope) BMI Writer / James Viner 


1. Jacobs Ladder 

Soloist (Ronnie Dixon) BMI 

2. We're Moving 

Soloist (James Viner) BMI 

3. Child Of The King 

Soloist (Carolyn Ransom) BMI 

4. Joy 

Soloist (James Viner) BMI 


Writer / Public Domain 
Writer / Fred Stone, Jr. 

Writer/ Public Domain 
Writer / Ronnie Dixon 


5. Amazing Grace 

Soloist (Carolyn Ransom) BMI 


Writer / Public Domain 


5. Battle Hymn 

Solists (Carolyn Ransom and Doris Barnes) BMI 


Writer / Public Domain 


MUSICIANS: Organist / Raye Walters - Piano / Doris Barnes and Ronnie Dixon - 
Keyboard and Strings / Raye Walters • Drums / Herbert Story, Sr. 
Bass / Franklyn Thomas 

PRODUCTION: Producer / James Viner - Executive Producer / Jimmy Walker - 
Recorded at Quad Studio, Camden, N.J. - Recording Engineer/ 
Bill Holland - Remix / Alpha Studio, Phila., Pa. 

All selections published by H. Anderson and Mighty Three Music Co. (BMI) 
unless otherwise indicated 

PERSONAL MANAGEMENT: Jimmy Walker Enterprises, 5815 North Broad St. 

Philadelphia, Pa. 19141, (215) 224-4700 

Unauthorized duplication la a violation ot applicable laws. © ® 19B0. 
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He Paid It All — Soloist: Freeman Wilson 
He Brought Me Out 

Present Your Body — Soloist: Cleveland Bunton 
He's Right On Time — Soloist: Derrick Sanders 


Musicians 

Keyboard: David Winslow 
Michael Young 
Al Ingram 
Robert Preston 
Kevin Wilkins 

Bass: Franklyn Thomas 


Drums & Percussion: Herbie Story 
Mario Lewis 
Lennie Jordan 

Synthesizer: Charles Emory 

Directors: 

Bea Trotter 
David Winslow 
Dawn Winslow 
John Drayton 
Robert Preston 
Jeffrey Jocobs 


Recorded by: Aura Sonic Recorders - Engineer: Steve Remote 


Mixed at 39th Street Music, NY. NY 

Thanks for Photograph goes to: Philadelphia Convention and Visitors Bureau 



B 

It’s An Uphill Journey — Soloist: Gloria Neal 
Turn To God — Soloist: Tammy Story 
Take Me Higher In You Lord — Soloist: Paula Holloway 
Soon Will Thou Come Again — Soloist: Ann 
Christ Is Proclaimed — Soloist: Keia Story 
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FRANCK POURCEL 

MEETS 

THE REATLES 


*1 ME MIME 
PENNY LANE 
£ MICHELLE 

HERE THERE AND EVERYWHERE 
ELEANOR RIGBY 
HEY JUDE 

l 

OB-LA-DI OB-LA-DA 
DON’T LET ME DOWN 


YESTERDAY 


(John Lennon - Paul Me Cartney) 

i. e. M. p. s. a. # (George Harrison) 

INDUSTRI AS ELECTRICAS Y MUSICALES PERUANAS S. A. 
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Philadelphia Gospel EDG 20002 


THE EVELYN GRAVE DRAMA ASSOCIATION MASS CHOIR 

“Will You Be Ready” 


Words of Dedication: 

This album is dedicated to the soon return of our Lord Jesus Christ. It is the E. G. D. A.’s 
sincere desire that everyone be ready to go back with Him, for the Rapture will take 
place and we shall be caught up to meet Jesus in the air, “and so shall we ever be with 
the Lord.” 

“ WILL YOU BE READY?" This theme is designed to prick the heart of everyone that 
comes in contact with this album. It is centered around a vision given to Dr. Graves by 
God, where the sun was going quickly down behind the trees. “TELL MY PEOPLE 


THAT MYCOM1NG IS LIKE THE SETTING SUN, AND SO SHALL MY COMING 
BE,” saith the Lord. The play, “The Rapture” which is so well known and loved by 
many is centered around this vision as well. Everywhere we go, we are commanded to 
take this message. For Jesus is coming, yes, “in the twinkling of an eye.” “Even so, 
come Lord Jesus” — but, “ WILL YOU BE READY?" 

The songs on the coming of Jesus were written by members of the Evelyn Graves 
Drama Association, our Brothers Cornell Key, Walter Jones and Derrick Pelham, 
under the inspiration of the Holy Spirit, because of the nearness of His coming. 

Dr. Evelyn Graves 


Acknowledgements: 

1. Carol Antrom • 2. Carl Bright • 3. Dr. Howard Sameson • 4. Dr. Evelyn Graves — Love, The E.G.D.A. Mass Choir 


Selections: Side (A) 


Side (B) 


Dedicatory Address — Dr. Evelyn Graves 


1. Beloved 

Carl Bright; So/o/s/-Alvin Griggs 
Directress- Jackie Scales 

2. He’s Coming Again 

Lyrics- Derrick Pelham; Afws/c-Barry 
Myles; Director- Walter Jones 



3. It’s Time 

Walter Jones; Soloist- Shirley Kinlaw 
Directress-Sharon Flythe 


**4. Will You Be Ready 

Lyr/cs-Cornell Keys; Music-Carol 
Antrom; Solist- Ross Hill; Directress- 
Dolores Brown 

*5. Magnify The Lord 

Soloist- Dolores Brown; 

Director- Walter Jones 

6. Love Lifted Me 

Public Domain 
Directress- Caprice Griggs, 

Michelle Samuels 

7. My Hope Is Built On 
Nothing Less 

Public Domain 
Directress- Caprice Griggs 


Musicians: 

1. Harry Wescott - Tenor Sax 

2. Alvin Griggs - Alto Sax 

3. Frank Taggert - Trombone 

4. Rubin Eaddy - Trumpet 

5. Bernard Cusaac - Drums 

6. Thomas Dendy - Bass 


7. Richelle Hill - Piano 

8. Jonathan Wright - Organ 

9. Carl Bright - Piano 

10. Barry Myles - Piano 

11. Walter Jones - Organ 

12. Sharon Crafton - Tambourine 

13. Michele Bell - Tambourine 


Coordinator: Barbara Ricks 
Cover Designed By: Alvin Griggs 

All Selections — Philadelphia Gospel Publishing Except *Savoy Publishing Co. and ♦"'Robert Antrom Publishing 
Recorded at Starr Recording Co., 201 St. James Place, Philadelphia, Pa. 

Also Available In 8 Track & Cassette Tapes 


1979 Philadelphia Gospel P and C. Unauthorized duplication is a violation of applicable laws. 


THE LINCOLN CONSPIRACY 



LIKE A ZOMBIE 


JERSEY SHORE RECORDS 




THE LINCOLN CONSPIRACY 


SIDE ONE 

LIKE A ZOMBIE 

(Tom Burkard) 

IN THE YEAR 2525 

(Zager and Evans) 

UKE A ZOMBIE 

(Tom Burkard) 

Hidin' out in the twilight zone 

Can't seem to find the right way home 

Always so high you can't talk straight 

Change your act before its too late you're 

Like a zombie lost in the snow 

Like a zombie don’t know which way to go 

Like a zombie lost in space 

Like a zombie you're out of place 

Just seems like a regular guy 

Until he parties and gets high 

Always works hard by day 

But at mtjhi he blows his pay he's 

Like a zombie lost in the snow 

Like a zombie lost in space 

Like a zombie you're out of place 

Can't realize he's bumin' out 

He can't hear and makes people shout 

Always so high in the night 

bke a zombie he ain't right he's 

Like a zombie lost in the snow 

Like a zombie don't know which way to go 

Like a zombie lost in space 

Like a zombie you're out of place 

Always hangm' with the fools on the hill 

Pretty soon they'll be readm' his will 

People who love him all Will cry 

Cocaine Charlie's bound to die he's 

Uke a zombie lost in the snow 

Uke a zombie don't know which way to go 

Like a zo nbie lost in space 

Uke a zombie you're out of place you're 

Uke a zombie lost in the snow 

Like a zombie don't know which way to go 

Like a zombie lost in space 

Like a zombie you're out of place 

Uke a zombie, like a zombie. 

, Uke a zombie, like a zombie 


IN THE YEAR 2525 

(Zager & Evans) 

In the year 2525 if man is still alive 
J If woman can survive they may find 
In the year 3535 ain't gonna need to 
Tell the truth you'll tell no lies 
\ Everything that you do and say 
Is m the pill you took today 
' In the year 4545 ain't gonna need your teeth 
I Won't need your eyes 

You won't find a thing to chew 
Nobod/s gonna look at you 
, in the year 5555 your arms and limbs at your side 
I Your legs got nothin' to do 

Some machine's doin' that for you 

in the year 6565 ain't gonna need no husband 

Won't need no wife 

You'll pick your sons pick your daughters too 
From the bottom of a long black tube whoah-wo 
In the 7510 his gods are comm' this could be the end 
Maybe he'll look around himself and say 
Guess us time for the judgement day 
In me year 8510 God's gonna shake you mighty bad 
He'll either say I'm pleased where man has been 
I Or tear it down and start again 
In the year 9595 I'm kmda wonderin' 

II man is gonna be alive 
I Hr s taken everything this old earth can give 
| Arid never put back nothin’ 

I Now as been 10.000 years man has cried a billion tears 
For what he never knew now man's reign is through 
But through eternal light the twinkling of starlight 
5o very lar away maybe its only yesterday 
In the year 2525 if man is still alive 
'f /. - .man i in survive they may find 
m JV year 2525, in the year 2525, in the year 2525 
i the year 25 m the year 2525, in the year 2525 



SUE ALBIE TOM 



RALPH DAVE PAUL 


I WANNA TESTIFY 

(G. Clinton & D. Taylor) 

Friends inquisitive freinds are asking 
What’s come over me 
A change tnere's been a change 
And Its oh so plain to see 
Love just walked in on me 
And took me by surprise 

Happiness surrounds me you can see it in my eyes 
Now it was just a little while ago 
My life was incomplete 

I was down so doggone low had to look up at my feet 
And don't ya know that 

I just wanna testily what your love has done for me 
Everybody sing I just wanna testify what your love 
Has done for me 

Ooh ooh luscious sure been delicious to me 
Ooh ooh luscious sure been delicious to me aahl 
Once I was a power man in a lonely heart did dwell 
Then love came sneakin' upon me 
Bringm' life to an empty shell 

Now I’ve heard so many times before that love can be so bad 
But I just wanna tell you people its the best love I've ever had 
And don't ya’ know that 

I just wanna testify what your love has done for me 
Everybody sing I just wanna testify what your love Has done for me 
Ooh ooh luscious sure been delicious to me 
Ooh ooh luscious sure been delicious to me aahl 
I just wanna testify I wanna testify 
I just wanna testify I wanna testify 
l just wanna testify I wanna testify 
I just wanna testify I wanna testify 

Produced by the Lincoln Conspiracy 

Recorded and Mixed at JMM Studios, Metuchen. NJ 

Jerry Manno - Engineer 

Tom Burkard - Words and Lyrics to "Like A Zombie." 

"The Corvette Lady," "The Girl Next Door" 

Tom Burkard - Lead Vocals and Harmonies 

Dave Bruno - Drums, Percussions 

Paul Papandrea - Lead and Rhythm Guitar 

Ralph Eberspacher - Bass Guitar 

Sue Gomolka - Backing Vocals on "The Girl Next Door" 

Joe Dona - Backing Vocals on The Corvette Lady" and 
"The Girl Next Door" 

Jerry Manno - Backing Vocals on “The Corvette Lady ' 

Albie Gomolka, Jr - Featured as President Abraham Lincoln 
Sue Gomolka - Featured as Lincoln's Lady 
Album Photos by Michael Turlik 

SPECIAL THANKS TO: 

Jesus Christ for Giving us Talent, Motivation and Patience. All South 
Amboy Friends. Nancy Burkaid, Dr. Robert Schuller for inspiration, 
Felix Cavaliere of the Young Rascals, Brenda Bruno. Mom and Dad 
Gomolka, Kathy Luna, Mom and Dad Papandrea, Cheri and Joan 
Papandrea. Alix Rauschman, Mom and Dad Eberspachef, Nancy 
Kurtiak, Don Deolivera, Patrick Flynn, Chris Diamaria. Jessica and 
Connie Hulsart. Scon MacNamara, all who believed in us, and 
especially you, who buy this album. ENJOYII! 

This Album is Dedicated with Love to Victoria Burkard 
of South Amboy, NJ and Sarah Burkard 
of Dover-Foxcroft, Maine. 

For information of the Lincoln Conspiracy Fan Club, 

Write To: Jersey Shore Records 548 Washington Ave. 
South Amboy, NJ 088 79 


SIDE TWO 

THE CORVETTE LADY 

(Tom Burkard) 

I WANNA TESTIFY 

(G. Clinton and D. Taylor) 

THE GIRL NEXT DOOR 

(Tom Burkard) 


THE CORVETTE LADY 

(Tom Burkard) 

She's got everything one man can dream 

She's the fire m my eyes she's everyone's queen 

When you see her cornin' down the street 

You'll know what l mean and 

She's the Coivene Lady Corvette Lady 

Corvette Lady drives me crazy 

Corvette Lady always drives me crazy 

She's always cruisin' around the town 

So many guys hope to get her down 

But they'll soon find out 

She's no runaround 

She's the Corvette Lady. Corvette Lady 

Corvette Lady drives me crazy 

Corvette Lady always drives me crazy 

She's always givm' foxy show 

Even lor people she doesn't know 

But she's lookin' for a guy who'll be true and 

She's the Corvette Lady. Corvette Lady 

Corvette Lady drives me crazy 

Corvette Lady always drives me crazy 


THE GIRL NEXT DOOR 

(Tom Burkard) 

The girl next door, the girl next door 
l opened up the Gallery magazine 
And soon fell in love with a beautiful queen 
She's lookin' so fine in just a smile 
And cool cat hat 

I'd sure like to show her where its at 

With long blond hair and big blue eyes 

This pretfy little thing is standin' five feet five 

She's a new contestant for the girl next door 

I'm in love with the girl next door 

She showed me some Out I need more 

I'm in love with the girl next door 

Gonna find her number and knock on her door 

Every month its someone new 

In birthday suits teasin' me and you 

Wonder what happens when the pictures done 

Do you think they get to have some fun? 

All kinds of women have their hopes on winnin' 

Just havin' fun shootin' to be number one 

They're sure lookin' good only wish that I could 

Party with them all night long 

While I sing this new love song 

I'm in love with the girl next door 

She's showed me some but I need more 

I'm in love with the girl next door 

Gonna find her number and knock on her door 

Her picture will be all over the world 

She's bound to be society's girl 

She'll be livin' high and every guy will try 

To take her home make her his own 

So much beauty, style, and grace 

Lois of charm and a covergirl's face 

She's the finest lady you'd ever see 

The sexiest thing desired by you and me 

I'm in love with the girl next door 

She showed me some but l need more 

I'm in low with the girl next dooi 

Gonna find hei number and knock on her door 

The girl next door, the girl next door 

the girl next door, the girl next door 


JS 00001 
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GET THE LIGHT OF JESUS (In Your Heart) 



This album is dedicated with love to my mother. 

Marion J. Washington, for her constant encouragement, 
and in memory of my father, Joshua J. Washington, 
who was so instrumental in getting me started 
in the music field. 


EXECUTIVE PRODUCERS: 
John T. Blackwell, II 
Jerry Artis 

CO-PRODUCERS: 

James Washington 
Londa Hentges 
RECORDED AND MIXED A T: 
Premiere Studio, 
Portsmouth, VA 
ENGINEERS: 
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GOOD TIME 
TONIGHT 


SIDE ONE: GOOD TIME TONIGj-jJ^* BABY ITS YOU • HER HEART GOT IN THE WAY 
. THE FAMILY OF MAN . WHAT LOVE CAN DO. 

SIDE TWO: LOVE MUST KNOW HARD TIMES* . LOVE SONG 
. ALL THE THINGS AMERICA SHOULD BE . VALLEY SONG 
• I ONLY WANNA BE YOUR FRIEND 
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A special thanks to the many greatly talented people who 
have contributed to this album — without them, It could 
never have been accomplished. 
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CITY RHYTHMS #6 
with spotlight on 
LIONEL RICHIE 


Airdate: September 23, 1984 



ABC 

FM RADIO 
NETWORK 


Running Time 


Segment Time 


00:00 


SIDE 1 
SEGMENT 1 

INTRO: "Up from the streets. . . 

HELLO/Lionel Richie - Brockman Music (A) 

BRICKHOUSE/Conrnodores - Jobette Music /Coitmodores Ent. (A) 
GLAMOROUS LIFE/Sheila E. - 

NETWORK SPOT: Sugar Assoc. /Chanpale /English Leather 30/30/30 

(OUT CUE) Voice out cold with.-rv^ 

" . . .to jump ship. " 


15:55 


^#=^77 


A toxzj-r'A- 


- 30 


15:55 


Local Availability 


T ~ // 


-5 5' 


1:30 



1 SIDE 2 


17:25 

INTRO: "I 'm Frankie Crocker. . SEGMENT 2 



THE LAST TIME I MADE LOVE/Jeffrey Osborne & Joyce Kennedy 
Steeple Chase Music (B) 

EASY / Conriodores - Jobette Music/Conmodores Ent. (A) 

YOU ARE/Lionel Richie - Brockman Music (A) 

NEXT LOVE/Deniece Williams 

- Dyad Music Ltd/ 

37:27 

NETWORK SPOT: Canandaigua Wine /Sugar Assoc. 30/30 

(OUT CUE) Voice out cold with.TT^ 
X- "... Suqar Assoc . , Inc." 

20:02 


7/^ T 




777 


■o 


77 o 2 : 00 


SIDE 3 
SEGMENT 3 

27 INTRO: "I'm Frankie Crocker... 

ALL NIGHT IONG (ALL NIGHT) /Lionel Richie — Brockman Music (A) 
CARIBBEAN QUEEN/Billy Ocean - N/A 

THREE TIMES A LADY/Commodores - Jobette Music/Camodores Ent. 
TRULY/Lionel Richie - Brockman Music (A) 

NETWORK SPOT: Sugar _Assoc./Chaitpale/Heaven Scent 30/30/30 

^'fOUT cue) Jingle fades after 

" . . .Heaven Scent. " 


(A) 


60:08 

Local Availability cd 


20:41 




; 6o 


1:30 


CONTACT: 

CONTACT: 


Beverly Padratzik, ABC FM RADIO NETWORK, with any scheduling 
questions. (212)887-5690 

ABC WATERMARK re: damaged discs or non-receipt of programs. 

(800) 423-2502 or(81 8) 980-9490 


3575 Cahuenga Blvd West 
Suite 555 

Los Angeles, CA 90068 


Page 2 




ABC 

FM RADIO 
NETWORK 


Running Time 

Segment Time 

61:38 

73:28 

SIDE 4 
SEGMENT 4 

INTRO: "I'm Frankie Crocker... 

YOUR LOVE'S GOT A HOLD ON ME/Lilo Thomas - Bush Bumin' Music 
Music (A/B) 

STILL/Conmordoes - Jobette Music/Contmodores Ent. (A) 

NETWORK SPOT: Canandaigua Wine/English Leather 30/60 

(OUT CUE) Voice out cold with. .."to junp ship. 

Inc. /Johnnie Hoe 
" 11:50 

Local Availability 

•' 1:30 

74:58 

88:07 

SEGMENT 5 

INTRO: "I'm Frankie Crocker... 

ENDLESS LOVE/Lionel Richie & Diana Ross - PGP Music/Brockman Music (A) 

SWEJT AWAY /Diana Ross - Hot Cha Music /Fast Buzza Music (B) 

NETWORK SPOT: Sugar Assoc. /Champale/Heaven Scent 30/30/30 

(OUT CUE) Jingle fades after... 
v " . . .Heaven Scent. " 

„ ~~~ - , 13:09 

■^rF 2-^ 7 AJ i 

Local Availability f=. y4=// 

1:30 


SEGMENT 6 


89:37 INTRO: "And that' 11 wrap. . . 

0UTR0: "and Inner City Broadcasting." :37 

THEME UP AND UNDER WITH TALK UNIT ENDING AT: 90:14 

THEME TO: 90:45 


Promos 


Promo 

#1: 

INTRO: 

OUTRO: 

"Hi, this is Frankie Crocker... 
"...on CITY RHYTHMS." 

:07 

Promo 

#2: 

INTRO: 

OUTRO: 

"Hi, this is Frankie Crocker 

"...and Lionel Richie." 

: 08 

Promo 

#3: 

INTRO: 

"Hi, this is Frankie Crocker 

"...here on CITY RHYTHMS." 

: 08 

Prcmo 

#4: 

INTRO: 

"Hi, this is Frankie Crocker... 
"...and Lionel Richie." 

: 08 


FORMAT AND COMMERCIAL CLOCK 


NETWORK MINUTES 
USED 7 

LOCAL MINUTES „ 

AVAILABLE *L 

AIR DATE 9/23 




ABC Watermark 


Commercials included on record 



> ABC 

I ) FM RADIO 
V NETWORK 




ABC Watermark 


^kabc 

I FM RADIO 
NETWORK 
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DAISY JUG BAAD 


You hold in your hands another milestone 
for DJB. Founded as a gag in 1971, this 
band has continued to astound audiences 
from New York to Kentucky for almost a 
decade. With their humor, talent, and 
incredible choreography, this band strikes a 
responsive note in almost everyone. 

Perhaps audiences react to the streak of 
insanity that runs through the band. For, to 
the Daisy Jug Band, nothing is sacred, 
nothing is safe, and little makes sense. 
Maybe the band is merely an extension of the 
world around them. 

But. whatever the reason, the Daisy Jug 
Band succeeds. From tents to television. 


from parties to parades, cook-outs to 
conventions, the DJB has entertained 
thousands of people. 

To be fully appreciated, the band must be 
seen. It is a visual feast— color, motion, and 
sound clash in a symphony of pandemo- 
nium. But the album gives some idea of 
what a show is like. It’s a live album, 
recorded during a club appearance. The 
voices aren’t dubbed. The reactions are real. 
The applause spontaneous. 

So get a brew, open the windows, turn up 
the stereo, and turn on the neighbors to one 
of the most insane, innovative, ingenious 
groups around— the Daisy Jug Band. 



WITH HELP FROM OUR FRIENDS 



MAC 



JOE 


BILL 



A NOTE FROM THE BAND 

This album is intended primarily as a sourvenir, 
something you can take home after a night partying 
with the band. Something to put on when you tell a 
friend, “I went into this place and there was this 
crazy band. . .” and find yourself unable to explain. 

It was recorded live at the Club Capri in Levittown. 
We owe a special thanks to Joe Simeone, the owner 
of the Club. He has been a great friend for a long 
time. 

We’d also like to thank Tom Fannin, the 
announcer on side 2, for his help and his patience. 

And, most of all, we’d like to thank “you and you 
and you— no, you— hey, you!” So put on the record, 
chuckle, and enjoy the memory. 

F.U.B.A.R. 


SIDE ONE 


SIDE TWO 


1. MTA 

2. FEATHERBED 

3. PARAKEETS 

4. TRUCKIN’ 

5. ROCKY MOUNTAIN HIGH 

6. MOUNTAIN DEW 


1. DEAD SKUNK 

2. JUG BAND MUSIC 

3. COUNTRY BOY 

4. CONEY ISIAND 

5. BLUES 

6. SATISFIED 

7. ROCKY TOP 



SCRUMPY 



VIC 


RECORDED BY: Joe’s Recording Studio Mobile Unit 
RECORDING ENGINEER: Dewey Williamson 
MIXING ENGINEER: Vann K. Weller 
ASSISTANT ENGINEER: Michael Hagerty-Roach 
PHOTOGRAPHY: Kathleen O'Donnell 


FUBAR PRODUCTIONS- 1980 
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A BENEFIT. DOUBLE 1.1? FOR A WORLD..OF MLJSIG; ARTS AND DANCE 



PETER GABRIEL: Across The River 

Peter Gabriel Fairlight CMI. voice, surdu 

Shankar: Double-necked violin 

David Rhodes Guitar, voice 

Stewart Copeland drums, percussion 

Produced by Peter Cabnel and David Lord 

tngineered by David Lord. Arranged by Peter Gabriel 

Composed by Gabriel, Shankar, Rhodes. Copeland. 

Recorded and mixed at Shabby Road Studios and Crescent 

Studios. Bath 


Barry Anderson, Loma Anderson, Norman Stephenson, 
Pauline Anderson, Angela Anderson, Pauline Hawthorne. 
Thelma Hawthorne, Sharon Francis (who are all dancers) 
and Ceorge Dzikunu, Richard Davis, Trevor Francis, 
Stephen Blagrove. Carnet Patterson, Maxine Hawthorne 
(who are all drummers) 

The majority of the company sang 
Recorded at Crescent Studios, Bath, 1981 
Produced by David Lord, engineered by Steve Street 


PRINCE NICO MBARGA AND ROCAFIL JAZZ: 

Sweet Mother 

Produced in Nigeria 1976 by Rogers All Stars (Nigeria) Ltd 
Prince Nico Mbarga Lead guitar, vocalist 
Thommysoo Kumm: Vocalist 
Pirol Vocalist 

Franco Okolo: Conga player 
lean Chachua: Rhythm guitarist 
Morris- Bass guitarist 
Ashagasha: Drums 


VIC COPPERSMITH-HEAVEN: Pengosekan 

Preston Hayman: Percussion. Gamelan 

Vic Smith Guitars. Gamelan 

Tony Levin. Bass Paddy Bush: Gengong 

lohnny Warman: voice 

Composed by Vic Coppersmith-Heaven 

Produced by Vic Coppersmith-Heaven at Eel Pie Studios. 

Twickenham, and The Manor, Oxfordshire, Spring 1982 

Engineered at The Manor by Richard Manwanng 

Published by Heaven Music Remixed at Crescent Studios 


ALHAH BAI KONTE AND MALAMINI IOBATE: 
Sudurum Kumbosora 

Alha|i Bai Konte Lead voice. Kora 

Malammi lobate Kora. Voice 

Engineered and produced by David Lord at Shatihy 

Road Studios 


MIGHTY SPARROW: Music and Rhythm 

Written and produced by Slinger Ftani isco 
Arranged by U Belfast and Slinger Francisco 
Engineered by N Case 


BALINESE KET|AK— A short excerpt from The Ramayana 
Monkey Chant 

Recorded by Vic Coppersmith-Heaven in Bali, February 1982 


'*&***. Ay, • 


LONESI CHEWANE AND |ONI HETARA: Mkazi Wa Mulomo 

Lonesi Chewane: Magogodo xylophone 

loni Fletara Magogodo xylophone 

Recorded by Hugh Tracey Katunga. Malawi. 19S8 

Published by African Music Society — Folktracks 

Folktracks recording FSA 45805 


XTC: It's Nearly Africa 

Andy Partridge Lead and backing vocals, semi-acoustic 

guitar, alto sax 

Colin Moulding: Fender bass 

Dave Gregory. Prophet 5, backing vocals 

Terry Chambers. Drums, drum synthesizer, percussion 

Hans deVentc: Special guest vocal support 

Composed by Andy Partridge- 

Produced and mixed by Hugh PadRbam and XTC 

Engineered by Hugh Padgham 

Recorded al The Manor, Oxfordshire, Aulumn 1981 


ALHA|I IBRAHIM ABDULAI AND HIS DAGBAMBA 
CULTURAL GROUP: Zuu-Waa 

leader Alhap Ibrahim Abdulai 
Gungon captain Fuseinl Alhassan 
Drummers Adam Iddi. "Lun-Naa' Aburari Alhassan 
Ret orded in Northern Ghana by |ohn Miller Chernoll 
in 1981 


RICO: What You Talkin' Bout 

Rico Rodriquez Vocal, trombone 

Dick Cuthell: Cornets, percussion, backing vocal 

leery Dammers Organ 

Wims Wimshurst Guitar 

Satch Dixon: Percussion 

Tony Groco' Uta: Percussion, backing vucal 

lohn Bradbury Drums 

Horace Gentleman Bass 

Rico, |erry, lohn and Horace appear courtesy of Chrysalis 
Composed by Rico, Published by Rock Musk Co Ltd 
Produced by Dick Cuthell 

Recorded al Riverside Studios, London, December 1981. 
Mixed at Jam Studios, London, May 1981 
1 hanks to |am Studios for their r o-opcratlon in this project 


|ON HASSELL: Ba Ben/ele 

Recorded in concert at Ontario College ol Art, Toronto, 

November 14 1981 

|on Hassell Trumpet 

Michael Brook Mbira 

Aiyb Dieng Talking Drum 

Brian Lno Treatments/synthesiser background 

Richard Henderson Live mixing 

Recorded by Paul Fitzgerald 

Remix by Michael Brook 


SHANKAR AND BILL LOVE LADY: Himalaya 

Shankar Violin, vocals 
Bill Lovelady Guitars, vocals 
Peter Oxendale: Prophet 5 
Chu Chu Merchan Bass 
Nic France Drums 

Recorded on The Virgin Barge Studio, London, on 
March 26th-28th 

Composed and produced by Shankar and Bill Lovelady 

Engineered by lohn Rowland 

Remixed at Crescent Studios, Bath, by David Lord 



MORRIS PERT: Marrakesh 

Morris Pert Pen ussiort, Prophet synthesiser 
Garry Kettle Percussion 

I irn Holmes Soprano sax 

II nmposi-c Morns Pert Publisher tenet Wembeig. 


NUSRAT FATEH ALI KHAN: Noor Azli Chamkia 

Nuxrut I aleh All Khan Lead Vocals 
Mujuhcil Miibarek All Khan Vocals 
lurukh Ali Khan Harmonium, vocals 
M, Iqbal Qusoon: Vocals 
TTialid Vocals 

Ret ording lie cm eel through Orienl.il Star Agerii I 
Birmingham 


Rei orded at Sola Sound and ill 


HOLGER CZUKAY: Persian love 

Holger Czukay Guitar, keyboards, synthesizer. 

laki Liebezeit Drums, congas 
Composed, recorded, mixed, edited and 
produced by Holger Czukay 
Advised by Conny Plank 
Recorded at Inner Space Studio 
Mixed at Conny s Studio 





JESUS IS THE GREATEST LOVE 

DEBRA THOMAS ALAFFITA 



JESUS /S THE GREATEST LOVE 

DEBRA THOMAS ALAFFITA 




SIDE ONE 

1. JESUS IS THE GREATEST LOVE (3:25) 

(D. Alaffita) 

2. BLESSED BE THE NAME OF THE TRINITY (2:45) 

(D. Alaffita) 

3. PRAISE YE THE KING (2:45) 

ID. Alaffita) 

4. I WANT TO LIVE IN PARADISE (2:30) 

ID. ALaffita) 

5. JESUS IS THE GREATEST LOVE (3:25) 

INSTRUMENTAL 
ID. Alaffita) 



© 1987 


FOR MORE INFORMATION CONTACT: 

DEBRA THOMAS ALAFFITA 
P.O. Box 2025 
DeLand, FL 32721 
PH. (904) 736-2867 


PEOPLE NEED LOVE FOR EACH OTHER 
...A DEMAND OF JESUS CHRIST 



Rev. Helen Harris 

1 — the people need love for each other 

2— THE CRUMBS 

3— MOLD ME OVER JESUS 

4— WHY IS THIS? 


Sings Her Own Songs and Music 

5— JEREMIAH'S FIRE 

6— JESUS IS A SOUL MAN 

7— JESUS SET THE WOMAN FREE 

8— 1 TOLD IT TO JESUS 









REV. HELEN HARRIS writes and sings songs from 
experiences from which she has endured . . . being 
scorned, rebuked, talked about, criticized, lied about 
and cheated, but yet realizing that every knock is a 
boost — when you live it, you have no friends. 

If it was a smooth journey, and no suffering then 
something would be really wrong. When the Devil 


don’t bother, you better watch out when you make the 
Devil mad. You can know where you stand with the 
Lord. Often times regret gifts because all are in oper- 
ation and people hate, when they see God is really 
using a person because you step on toes, but must do 
the will of the Lord, he is the one that must be pleased 
with our work. Praise the Lord, not mankind. 




Piano by Elder Emanuel Coleman 
Drums by 


Organ by Minister C. W. Boydston 



SIDE 2 

JESUS SET THE WOMAN FREE 


I TOLD IT TO JESUS 
I’M FREE 


CHRISTMAS IN MY SOUL 
YOU CAN TAKE IT WITH H.G.P. 

YOU WILL NEVER MAKE IT ON GOOD DEEDS 
CAN I GET A AMEN? 


Now on sale in your record store for your 
record library in gospel music on the 

R.P.H.P. LABEL 

By Rev. H. Harris 

244 Reid Ave , Brooklyn, N. Y. 11233 


All rights protected from duplicares, rapes , records , etc, (ASCAP) 



STEREO 


JLPS 0179 


THE ROAD 
IS ROUGH 

MISSIONARY ESSIE MOSS 
AND 

THE BILL MOSS CONCERT CHOIR 

FEATURING HIT SINGLES. .. 

THE ROAD IS ROUGH 
AND 

SOMETHING WONDERFUL HAPPENED TO ME 

Our very special thanks go to the New Providence Baptist Church Choir. George Fowler. Director, 
Aaron Yancey. Choir Minister, and Sister Esteen Page, Choir Mother, for their contribution and 
assistance in the making of this album. Also to the New Providence Baptist Church. Rev. Edward 
Solomon, Pastor, without whose help this could not have been possible. May God bless and keep 
you all in his loving care. 

Essie and Bill Moss 

CREDITS 


Choir Director Theresa Williams directing the Bill Moss Concert Choir 

Producer-- - Bl Moss 

Jewel Coordinators - Donnis Lewis/Herman Finley 

Cover Design Donn.s Lewis 

Front Cover Photo A & M Studios. 7th Mile Rd . Detroit. Mi 

Backhner Photo Maybelline Williams 


MUSICIANS 

Bill Moss 

David Lucas 

Bill Moss. Jr 

Andrew Kitchener 

Floyd Kitchener 


-Piano & Synthesizer 

Tambourine 

Organ 

Drums 

Guitar 


SOPRANOS 
Carol Brooks 
Janice Tolar 
Kim Wellington 
Lorraine Stubblefield 
Brenda Hawkins 
Lisa Martin 
Ramona Johnson 
Verllnda Coleman 
Savarior Moss 
James Moss 


ALTOS 

Segandina Brooks 
Patricia Brooks 
Inga Page 
Anita Page 
Regina Keith 
Valeria Dennis 
Bill Moss. Jr. 
Yvette Sapp 
Penny Fulton 
Laura Lee 


TENORS 

Ellis Kelly 
Floyd Kitchener 
Andrew Kitchener 
Perry Marlin 
Givens Green 
Robert Ware 
George Fowler 
Minister Aaron Yancey 


FOR A LIST OF OTHER GOSPEL RECORDS AVAILABLE SEND 
STAMPED SELF ADDRESSED ENVELOPE TO JEWEL RECORD 
CORP . P.O. BOX 1125, SHREVEPORT. LOUISIANA 71163 

ALSO AVAILABLE ON 8 TRACK TAPE AND CASSETTE 


RECORDS 

728 TEXAS. SHREVEPORT. LOUISIANA 71163 U S A. 


©® 1982 JEWEL RECORD CORP 


NOTICE: Anyone duplicating this material In whole or pari, In any manner 
or form Is liable lor criminal prosecution under Federal Law. Reward (or In- 
formation that will lead to the arrest and conWcllonol any violator 


SIDE ONE 

1. I'LL LET NOTHING SEPERATE 
ME FROM HIS LOVE (6:30) 

(Essie/Bill Moss) Bilmo/SuMa. BMI 

2. SHOUT HALLELUJAH ANYHOW (4:49) 

(Essie Moss) Bilmo/Su-Ma, BMI 

3. I'LL SERVE THE LORD 

(For The Rest Of My Life) (3:28) 

(Bill Moss) Bilmo/Su-Ma, BMI 

4. WE’VE MADE IT THIS FAR 
(By The Grace Of God) (4:49) 

(Essie/ Bill Moss) Bilmo/Su-Ma. BMI 

5. WHY? I DON'T KNOW WHY (4:15) 

(Essie /Bill Moss) Bilmo/Su-Ma. BMI 


SIDE TWO 

1. THE ROAD IS ROUGH (4:51) 

(Bill Moss) Bilmo/Su-Ma. BMI 

2. SOMETHING WONDERFUL HAPPENED TO ME (4:51) 

(Bill Moss) Bilmo/Su-Ma, BMI 

3. MY FAITH (4:50) 

(Bill Moss) Bilmo/Su-Ma. BMI 

4. LORD JESUS SHOW ME THE WAY (4:19) 

(Essie Moss) Bilmo/Su-Ma. BMI 



THE NEW PROVIDENCE BAPTIST CHURCH CHOIR 
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DOUBLE OttMB RECORDS 


SIDE A 

FUSION— JAZZ 

, Up (7:00) 

West Indian Island (7:43) 
| Timebinder (6:37) 

Two Rivers (6:06) 


Mark Kramer — Keyboards 
William Zinno— Bass 
Michael Dougherty — Drums 


SIDE B 

INTEGRAL— JAZZ 

The Attention (5:17) 

The Question (2:22) 

Out of This Came That (11:53) 


All Selections Mark Kramer 


Produced By: Mark Kramer 

Special Thanks to: John Anthony 

who engineered and mixed the work at: 

Cherry Sound Studios, Philadelphia, PA. 

Mastered at: Europa Disk, NY 

* Album Design: Mark Kramer / James Ehlers 




The Mark Kramer Trio Album 


This is to share with you the joy that I feel in being able to play and write this music. To be honest there are many times 
when the sight of a piano or synthesizer intimidates me because I'm not sure what I am going to do. But once engaged in a 
right way, it is as if I too am listening, surprised, and moved by the music which appears. This experience leads me to 
conclude that while one's honing of technique and style is essential, it is only preparatory. My movement is to repeatedly 
search for a way to join or enter into a state in which I am open to a deeper force or energy — that which can sensitively and 
intelligently edit, organize, or transmute those elements which constitute my musical "bag of technical tricks". While I could 
not deny my role in this music's creation, neither would I take more than partial credit. It is a very big question of where the 
other part of the credit goes. I understand, though, that it is very good and welcomed energy that awakens me to the fact that I 
am alive. That is what, at times, unites the diverse styles that are on this album. For me, my music opens me to an immediate 
oasis of feeling— reason, in what is otherwise a horrifically interesting, marginally ordered world. 

I was very torn about whether or not to devote the trio's first album to mainstream acoustic jazz. I came to the realization that ■ 
while I would also like to present my traditional jazz piano trio work, it would be unworthy of me to turn my back on my own 
calling, just in order to play the "purist" game. Some jazz critics, entreprenuers, and even musicians seem to categorize jazz as 
good when its genre is acoustic-mainstream, but bad when it is in any other style. I can only say that the music on the album 
is sincere. In addition, these compositions whether in latin/fusion or symphonic styles, have proven to unite listener and 
musician within a radiant field in live performance. 

All the selections on this album have stucture and melody, and lots of improvisation. Everything was done live in the studio, 
in one take, with hardly any overdubbing. Sometimes while I am writing or playing I hear a very big orchestration, like for a 
thousand musicians. I don't think the trio sounds like a thousand musicians, but at times it is hard to believe that only three 
musicians are playing on some of the cuts. 

It has been a great experience working with Mike Dougherty (drums) and William Zinno (bass) over the past years.They are 
two fine players whose friendship have really meant alot to me. 

I am happy that this music is now available to you to enjoy. 


Mark Kramer 


"/ think that Mark Kramer is one of today's most innovative minds in jazz. I have observed his steady progress through many 
styles, and through his associations with well-known world-class jazz talent. He has arrived at an exciting new sound. Mark 
preserves jazz's acoustic heritage while taking advantage of the wide palette of sounds available through today's technology. 

In an age where many players tend towards minimalism, he demonstrates an astonishing ability to juggle many complex 
musical factors simultaneously. 

He is to jazz piano playing, as is Glen Gould to classical playing. " 

...Dr. Jerry Jerome, 
Chairman, 
Department of Music 
Rutgers University, NJ 


"This trio is one of Philadelphia's best kept secrets" 


...Harriet Coffey, 
while on he air at WZGO-FM, Philadelphia, PA 


"I know many fine musicians, but I personally don't think that there is a better jazz talent than Mark Kramer. He is brilliant." 

...Dorothy Stone, 
D.A.S entertainment and talent coordination 
Philadelphia, PA 

"Kramer plays with energy, versitility and color. The man has chops" 

...The Daily Pennsylvanian. 


Anyone interested in contacting Mark may do so through: 

Lantern Circle Music 
P.O. Box 297 
Pennsylvania, 19025 




THE CODE 





HOT SIDE 

SOUL SEARCHIN' (ON THE PHONE) 

(B. KOOB) 

CROSSROAD 

(R. KOOB & D. YOUNG) 


THE CODE IS: 

BILL GASTON-GUITAR, VOCALS BARB KOOB-KEYBOARDS, VOCALS 
BOB PROUTY-DRUMS, MAYHEM DON YOUNG-BASS, VOCALS 

PRODUCED BY ‘'FLAMIN' HARRY" McGONIGAL & RAY KOOB 
ENGINEERED BY CRAIG “ROCKIN' COOL” SHAFFER 
ASSISTED BY MARK "JAKE" ANDERS 
RECORDED AT DAK AUDIO 

ARTWORK-KIRK DUPUIS/ILENE LICHTER FROM AIRWORX 

BACK COVER PHOTO-MIKE JOHNSON COVER CONCEFTTHE CODE 


HEAVY SIDE , 

MAN OF STEEL V' 

(R. KOOB & D. YOUNG) 

SONGS FROM THE STREET 

(R. KOOB & B. KOOB) 


SPECIAL THANKS GOTTA GO TO: MIKE FRENCH, PATGECKLE, JOE RAO, 
RON DEMARCO, ALEX RODEMICH, A. A. LUTZ & CO., CATHY ANDERS, 
CATHY JAMES, CYNDY DRUE, TOM RUNTAGH, AL THOMPSON, DOMINIC 
TROILLO, PIP & MIDNIGHT, THE SELDOM FAIR COUNTY POLICE, 
ALEXANDER GRAHAM BELL, EVERYONE WHO’S EVER COME OUT TO A 
GIG AND YOU, FOR BUYING THIS RECORD! 





CHRIS MARTINO & TRAM 
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Chris Martino, a native of Italy, was born in Correleone, 
Sisily, His remarkable versatility is displayed in this album, 
as he sings not only songs from his native land, but also 
gs that are on the commercial charts. When Chris was 
joined by the group “TRAM" about a year ago, his style 
was enhanced by a melodic mixture of voices, rhythm and 
orchestrations. We hope that by experiencing this album of 
“TRAM FAVORITES” you will realize that CHRIS MARTINO 
& TRAM will be a group you will enjoy listening to ^and-be 
a part of as long as you can listen and feel. 


PRODUCEOT'AR^ffgED AND CONDUCTED BY 
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SELECTIONS 


Side One 

1. AFTER THE LOVIN' 

2. NEVER NEVER 

3. HEAVEN MUST BE MISSING 
AN ANGEL 

4. DON'T RAIN ON MV PARAGE 

5. SAY YOU'LL STAY UNTIL 
TOMORROW 

6. WHAT I DID FOR LOVE 


Side Two 

1. IT HAD TO BE YOU 

2. HUNDRED POUNDS OF CLAY 

3. YOU'LL NEVER KNOW 

4. DIO COME D AMO 

5. THIS IS MY LIFE 


TRAM MEMBERS 


CHRIS MARTINO 
(lead singer) 


DOREEN VINCENT 

(vocals, violin, piano) 


MIKE KURECZKA 
(vocals, drums) 


TOM LEONARDIS 
(vocals, lead guitar) 


GENE WARGACKI 
(vocals, piano, organ, bass) 


MUSICIANS PERSONNEL 


Rhythm 

Reeds 

DON FRIO— guitar 

ROMEO PENQUE 

CARMINE D'AMICO — guitar 
JULIE RUGGERIO — bass 

MORTY LEWIS 

RON YAC0VET7I — drums 

Strings 

LOU TOBY-keyboard 

MICHAEL FORMAN 
HARRY URBOUT 

Trumpets 

LONNIE BUINIS 

PAT RUSSO 

SAM ZIMMERMAN 

BERNIE GLOW 

JOSE CORTEZ 
GEORGE BROWN 

Trombone 

HARRY ZARATZIAN 

BARRY ROGERS 

SEYMOUR BENSTOCK 


Musical Conlrador — RALPH VETRO 

Recorded at VANTONE STUDIOS 
West Orange, N.J. 

Engineer- PEGGY GADICE 
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DOUBLE DECKER flttORis 


GET LUCKY (Boys & Girls) 

IN MY SHOES 
ALANA LOVES ME 
PATIO LANTERNS 
THAT'S THE HOLD 

IN YOUR ARMS 
CITY GIRL 
EASY TO TAME 
CAMEO SPIRIT 
HITTING THE GROUND 

PRODUCED BY KIM MITCHELL 
FOR ALERT MUSIC INC. 


EXECUTIVE PRODUCER: W. TOM BERRY 
THE BAND IS: 

KIM MITCHELL: VOCALS AND GUITAR 

ROBERT SINCLAIR WILSON: BASS AND KEYBOARDS 

PETER FREDETTE: BACKGROUND VOCALS, 

GUITARS AND KEYBOARDS 

PAUL DELONG PLAYS GRETSCH DRUMS 

ALL LYRICS WRITTEN BY PYE DUBOIS 

RECORDED AND MIXED BY PAUL NORTHFIELD AT 
ANDRE PERRY'S LE STUDIO, MORIN HEIGHTS, QUEBEC 
ASSISTANT ENGINEERS: FRANK OPOLOKO AND 
ROBERT DIGIOIA 

DIGITAL MASTERING BY BOB LUDWIG (A.D.D.) 

CORRESPONDENCE: 

KIM MITCHELL CIO ALERT MUSIC INC. 

P.O. BOX #9, STATION "J" TORONTO, ONTARIO M4J 4Y8 

PAUL DELONG PLAYS GRETSCH DRUMS WITH R.I.M.S. AND 
SABIAN CYMBALS. 

WOULD THE FOLLOWING PLEASE TAKE A BOW: 

THE "BOOTS", LISA, MARC, DAWN AND MATT, THE ADAMS 
FAMILY, MOSER, SOTET, MUNOZ, CATANIA, NAST, 
DOMBROWSKI, ERDMANN AND EVERYONE ELSE WHO 
WENT FOR SODA. 
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ATLANTIC RECORDING CORPORATION, 75 ROCKEFELLER PLAZA, NEW YORK. NEW YORK 10019 
O A WARNER COMMUNICATIONS COMPANY >■ " . 1986 ATLANTIC RECORDING CORPORATION . PRINTED IN U S A 
WARNING UNAUTHORIZED RtPRODIJC TIONOT Till', Rl CORDING IS PROHIBITED RY IEDIRAL TAW AND SULUK T TOCRIMINAl PROSECUTION 




Stares cAnd ‘Whispers 


tyreda^Payne 



C. Abbott- 


E-ST 11700 


MASTER OF LOVE 


LOVE MAGNET 


STARES AND WHISPERS 


FEED ME YOUR LOVE 
I GET FIlbH (ON YOUR MEMORY? 
LOVING Yofr MEANS SO MUCH 


7802 TM Gurrod & Lolthouse Ltd 







rr (S^esus and od” 


Vergia Dishmon 


Side One: 

Give Your All 
Never Alone 
Each Step 

I Remember Yesterday 

Howard Lemon, Writer 


Side Two: 

Praise the Lord 
Jesus and I 
Hold On 

He Touched Me 

William J. Gaither (ASCAP) 

All songs published by Benee Music, Inc. (BMI) except “I Remember 
Yesterday” and “He Touched Me”. 


“Souls will be s aved.” 

Rev. Clay Evans, Pastor 
Fellowship Baptist Church 
Chicago, Illinois 


“I’m sure you will agree with me that this is a 
superb album and it shall be a blessing to a 
countless number of God’s people. I 
compliment the musicians, especially 
Larry Addison." 

Evangelist Ester Smith 
Detroit, Michigan 


“My initial reaction on hearing this artist was 
the feeling that I had been privileged to listen 
to Gospel greatness unsurpassable.” 

Rev. Oris Mays, Pastor 
Boston Baptist Church 
Memphis, Tennessee 



Executive Producers Fred & Jamila Howard 

Produced, Arranged and Written by Larry Addison 
Co-produced by Fred Howard & Ray Smith 
Recorded and mixed at International Recording 
Studios, Pearl, MS by Steve Stringer 

Drums Eugene Bradley 

Percussionist Rufus Mapp 

Key Boards Larry Addison 

Fender Bass Ray Smith 

Fender Bass (“He Touched Me”) Greg Robinson 

Guitar Tyrone Armstrong 

Background Vocals Felicia Barnes 

Gregori Grantham 
Larry Addison 
Vergia Dishmon 

Album Concept Shirley & Veronica Howard 

Photo Bill Ray 

Make-up Dino 

Coiffeurs Doug Reynolds 

Studio Coordinators Davie Lindsey 

Willie Dishmon 

Wardrobe Gayfer’s, Metro Center, Jackson, MS 

Layout Visions, Inc., Jackson, MS 


Dedicated to Willie Ross Williams, Jr. 


Special Thanks: 

Jackie Thompson, Rev. Haran Griffin, Larry Armstrong, Rev. A.L. 
Barnes, Alan Johnston, Rev. and Mrs. Ezra Towner, Sr., Mr. and 
Mrs. Jimmy Bee, Richard Evans, all our supporters and most of all 
our Lord and Savior, Jesus Christ. 


Management & Booking Contact: 
Howard Enterprises, Inc. 

P.O. Box 9363 
Jackson, MS 39206 
Phone: (601) 362-9107 


Jamila LP 2000 
© 1984 

Printed in U S. A. 


A Division of Howard Enterprises. Inc., P.O. Box 9363, Jackson, MS 39206 


Warning: Unauthorized reproduction of this recording is prohibited by law and 

subject to criminal prosecution. 


TURNED ON CHRISTMAS 


JINGLE BELLS 
WHITE CHRISTMAS 
SANTA CLAUS IS COMIN' TO TOWN 


RUDOLPH THE RED-NOSED REINDEER 
I SAW MOMMY KISSING SANTA CLAUS 
SILVER BELLS 



THE CANDy STORE 


DECCA RECORDS 


FROSTY THE SNOW MAN 
AULD LANG SYNE 
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DECCA STEREO 


TURNED ON CHRISTMAS 


SIDE ONE 
JINGLE BELLS 

Traditional 

WHITE CHRISTMAS 

Irving Berlin 

jANTA CLAUS IS COMIN' TO TOWN 

Haven Gillespie-J. Fred Coots 

WINTER WONDERLAND 

Dick Smilh-Felix Bernard 

THE LITTLE DRUMMER BOY 

Katherine K. Dovis-Henry Onorati-Harry Simeone 


THE CANDY STORE 


PRODUCED BY JOHN WALSH 
Arrangements For Strings And Horns By Richard R 


SIDE TWO 

RUDOLPH THE RED-NOSED REINDEER 

Johnny Marks 

I SAW MOMMY KISSING SANTA CLAUS 

Tommie Connor 

SILVER BELLS 

Jay Livingston-Ray Evans 

FROSTY THE SNOW MAN 

Steve Nelson-Jack Rollins 

AULD LANG SYNE 

Traditional 


Doccn Storoo Rocords Con Bo Sotoly Ployod On Today's Monaural Phonographs To Tho Maximum Sound Capa- 
bilities Ol Your Equlpmonl Yot Will Rovoal Full Storoo Listening Quality When Played On Storoo PhonographB. 

DECCA RECORDS, A Division ot MCA Inc., New York, N.Y., USA 
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Old Homestead Stereo 
90017 

MIKE LILLY - WENDY MILLER 





New Grass Instrumentals 

Wendy Miller and Mike Lilly 



Old Homestead Stereo 
90017 


Side One 

WINDY CHIMES - 2:10 

W. Miller - Jaymore-BMI 

GHOST RIDERS IN THE SKY - 2:24 
McKINLEY'S MARCH - 2:00 

Arr. Monroe 

TWIN MANDOLIN WALTZ - 2:30 

Arr. W. Miller, N. Faulkner - Jaymore-BMI 

SALT CREEK - 2:31 

P.D. 

PRAYER BELLS OF HEAVEN - 1 :26 

P.D. 


SJe 5L 

PIC-A-LI LLY - 2:06 

M. Lilly - Jaymore-BMI 

KICKIN' MULE - 2:04 

Arr. W. Miller, M. Lilly - Jaymore-BMI 

LOW AND LONELY - 2:44 
GOLDEN SLIPPERS - 1:55 

P.D. 

SUGARFOOT RAG - 2:12 

Garland 

THE END - 1:35 

M. Lilly - Jaymore-BMI 


* 


MIKE LILLY, Banjo 
WENDY MILLER, Mandolin 
EDDIE CARROLL, Guitar 
ART WYDNER, Bass 
LEE FAULKNER, Second Mandolin, and 
JAMES MILLER, Second Guitar, on "Twin Mandolin 
Waltz” and "Golden Slipers." 


* 


For Free Catalog of Additional Albums Write 
OLD HOMESTEAD RECORDS 
P. O. Box 100 
Brighton, Michigan 48116 


Other Albums Available- 

90001 A Tribute to Wade Mainer 

90002 Wade Mainer and the Mainer's Mountaineers 

90003 The Pleasant Valley Boys-He's Calling Me 

90004 Larry Sparks and the Lonesome Ramblers 

90005 The Miller Bros, -Sacred Songs with a Down Home Flavor 

90006 Lee Allen and the Dew Mountain Boys 

90007 Tommy Crank Sings Revival Songs 

90008 Rual Yarbrough and the Dixiemen-Secret of the Waterfall 

90009 Rual Yarbrough and the Dixiemen James Bryan on Fiddle 

90010 Frank Necessary and the Stone Mt. Boys-Cimarron Bluegrass 

90011 Don Stover and the White Oak Mountain Boys 

90012 Doug Green-Liza Jane and Sally Anne and Friends 

90013 Clyde Moody -Moody's Blues 

90014 Wade Mainer Rock of My Soul 

90015 Joe Issacs and the Calvary Mt. Boys Dreams of Home 


Mike Lilly and Wendy Miller are two of the most exciting young instrumentalists in bluegrass. Deeply and reverently rooted in tradition, 
still their music blossoms brightly with fresh ideas. But more about the music in a moment. 

Miller, 29, started learning mandolin as a boy in his hometown of Campton, Kentucky, from Bill Monroe records - what mandolin play- 
er didn't? - and from Lee Faulkner who, Wendy remembers, lived way over in a hollow down a dirt road. He was the finest musician around 
and he would sit and play and show me all day long on weekends." In a reunion on this album, Faulkner joins Wendy in a pair of twin mando- 
lin numbers. 

Lilly, 22, is perhaps the most formidable of young banjo-pickers and certainly one of the most individual stylists around. He was 1 1 when 
he began learning from his father, Bobby. "He started me out, and I can still remember sitting there and watching him cut down my first set of 
picks so they would fit my fingers," Mike says. One of the first tunes his father taught Mike was "Low and Lonely," and it appearson this al- 
bum in tribute to, and thanks for. those early sessions. 

Mike and Wendy live in Dayton, Ohio, and have played together casually for several years and intensely for the last two years as mem- 
bers of Larry Sparks' Band, the Lonesome Ramblers. Their styles are different but complementary and each is blessed with the precious combi- 
nation of technical facility and good taste. Their association in Sparks' band has ignited creative fires in both that have been yielding exciting 
new instrumental tunes and fresh insights into old tunes. 

One of those new ones introduces this album, "Windy Chimes" by Miller. Innovative in concept, it is marked by an old-time flavor 
brightened with modern touches. The mandolin is tuned down into E, so that each string tenors with another. Lilly has his banjo in G 

“Ghost Riders in the Sky" was recorded in a fast version by Walter Hensley some years ago. Miller and Lilly slowed it down, rummaged 
around in the chord structure and found that it is a considerably more complex piece than most other readings of it would suggest. The result 
is appropriately haunting, with Lilly's bold banjo choruses— tuned to A-minor, by the way -alternating with Millers shimmering mandolin 
choruses. Mike uses his tuners to good musical purpose. 


"Twin Mandolin Waltz" was originally titled "Wednesday Night Waltz" and also has been recorded as "Twin Fiddle Waltz." Miller's man- 
dolin tenors to Faulkner’s lead throughout the first part. Lilly confirms the mood with a lively solo built of long-lined phrases, The mandolins 
return with Faulkner playing lead and tenor harmony and Miller lead and baritone harmony simultaneously. A creative and exceptionally rich- 
sounding instrumental. 

The brisk "McKinley’s March" and snappy "Salt Creek” are offered in tribute to the father of bluegrass, Bill Monroe, by these two s°" s 
of the music, with thanks for Monroe's continuing contributions and for his personal interest in Mike's and Wendy’s involvement. Prayer Bells 
of Heaven," an old-time gospel tune, closes the first set on this album with some hallelujah pickin 

A one-two punch of banjo tunes opens the second side, with an original tune by Mike leading the way, "Pic-a-Lillv . It features Lilly s 
unique style of pell-mell runs with the phrases opening out toward the ends. The runs are constructed of rapid noting singly picked and some- 
times double-picked on a string. 

"Kickin’ Mule" is one of those tunes banjo pickers traditionally test themselves against, usually with a high casualty rate among the pick- 
ers. Mike bests the mule handily, however, with a display of excited virtuosity. He not only gets in his "kicks” by brushing between the bridge 
and tailpiece but even manages to pick the strings there, which is like trying to pick five iron bars. The mandolin chorus usually just marks time 
until the banjo can get back to work, but Miller gets his kicks in, too, by dropping back of the bridge. 

"Golden Slippers" is another twin-mandolin piece. Miller first tenors and then drops to baritone against Faulkner's lead. After the banjo 
interlude, the mandolins, repeat. 

A couple of nods to Nashville: "Low and Lonely" used to be sung by Roy Acuff. Here it is an easy-going, amiable instrumental, with 
the banjo tenoring to itself on the last chorus. "Sugar Foot Rag" is usually heard as a country-and-western, electric-guitar show -piece .Mike and 
Wendy have ‘grassed it. Miller's mandolin gets a fiddle-like sound, and Lilly's banjo pushes the tune along with little puffs of chords blown into 
the melody line. 

The album closes with another new tune by Lilly, called "The End.” It starts off with a whiplash banjo introduction and spe eds on 
90-miles-an-hour without slowing for the curves. Mike provides some glittering high-neck work -and the racy ending resolves mgn. 

With all that had gone before, could the session have ended any other way? 

(These recordings were made in Brighton, Michigan, in a series of late-night and sometimes all-night sessions in early September, 1972. 
These notes were written in Yellow Springs, Ohio, by Tom Teepen. Enjoy.) ^ ^ - 
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WHITE “HI” 





www.aagoo.com 


I WASNT AFRAID 3:53 

CANT FIGHT THE FEELING 6:25 

FRIENDS 3:37 

PRETTY CREATURES 3:58 

DEMONS 3:32 

DEEPWATER 2:17 

LOST. 

SWIM 4:07 

WET JETS 4:55 

BUILDING ON 5:49 


Aagoo Records, 
New Jersey, USA 



AGO 058 







Written, Produced and Performed by Cory Thomas Hanson 
in the Fall 0/2012 in Elysian Park, Los Angeles, California. 


Special Thanks to Andrew Shubert for letting me borrow 
his Tape Machine. 


Thanks to Meghan, Bonnie, Chad, Casey, Jack, Jesse, Antone, 
Mikey, Alex Uhrich, Sam, Andrew, Erik, 

Andy, Danny, and Alec. 


Layout by Cory Thomas Hanson 

WHITE “HI” (2013) 




Photogra phs by Alex Uhrich 


Aagoo Records, 
New Jersey, USA 



W-H-l-T-E III 

Release date MAY 28 111 201 13 
AGO 058 

W-H-l-T-E is the solo stage name of Cory Thomas Hanson, an experimental pop musician and 
visual artist based in Los Ageles. W-H-I-T-E began in 2008 as a summer-away-from-art-school 
recording project. Utilizing cheap electronics, loop pedals, and torrented music software, Hanson 
shaped a sound that was more based in textural soundscapes, and hypno-rhythmic drones than 
traditional melodies and songwriting. For Hanson, the name "White" draws from concept rather 
than convention, signifying a primordial "white plane, consistent, endless, with no horizon" for 
which all content is either added or subtracted upon. Hanson chose the name based on an 
attraction to intensity, the transcendent, like an insect drawn to white light. 

W-H-I-T-E's first two records, Srnna (2009) and Twin Tigers (2011) were released while Hanson 
was still attending Cal Arts. Once graduated, Hanson travelled extensively, touring solo and in 
friend's bands Mikal Cronin and Pangea. He toured the West Coast and played shows in Mexico, 
SXSW, and NYC, then toured Europe with the Mikal Cronin band in the summer. It was during 
this time that he began writing and recording his third album, titled III. 

Written partially on the road, in an extended stay in Paris, and in Elysian Park, Los Angeles; III is 
the culmination of 2 and a half years of recordings. Nearly three entire albums were shelved in 
the process. Ill is a considerable departure from the previous records. Utilizing heavier rhythms 
influenced by early 90's club music, as well as nodding towards 70's singer songwriters and 
having a serious affection for early synth pioneers such as Mort Garson. Cluster, and Tangerine 
Dream, III is W-H-I-T-E's most comprehensive effort to date. 

In the artists words; "1 started writing with the idea of John Lennon making a record on the moon 
with Cluster and Eno in the producers chair. And then remixed by Moby or someone cool like 
that." 


Aagoo.com alec@aagoo 




All songs featured on this album were written by Dr. Robert J. Walker 
SIDE A 

I Just Want to Praise You Lord (3:30) 

Love Song to Jesus (Duet 3:45) 

You Ought to Praise Him (3:23) 

God Still Works Miracles (2:30) 

He Knows What It Means (4:50) 


SIDEB 

Mirror on the Wall (3:40) 

Come Down and We'll Believe (4:20) 
People, What's Going On? (3:05) 
M-E-S-S-l-A-H (4:50) 

Mirror on the Wall (refrain 2:00) 


This album, Mirror On Tbe Wall, is a collection of Roberts most recent and best songs. His melodies and poetry award winning lyrics have the uncanny ability to touch the soul. Robert's ability to write 
songs is clearly a gift from God. We here at J-Town Records are very fortunate to have this outstanding young man singing on our label. His presence continues to be a blessing to all of us at J-Town 
Records. 

LuValle Benson 
President 
J-Town Records 

Dedication: 

To my Lord and Savior Jesus Christ for being the best role model I have ever had. To my son Cedric. As you grow older, may this album be a constant reminder of the fact that all things are possible 
if you just believe. 

Special Dedications: 

To my mother, Mrs. Essie Lee Lockett and my former 5th grade student, Maggie McLaurin. May they both rest in peace. 

It is my sincere prayer that the success of this album will send a message to the young people of America. That message being you don't have to wear weird clothing, cut your hair in strange shapes, or 
sing songs with sexually explicit and perverted lyrics in order to make it in the music business. 

Stay in school. Stay away from drugs, alcohol, gang involvement, and premarital sex. Do your best to be your best. Through faith in God and education you can make your dreams come true. Remem- 
ber, you can never go wrong doing right. 


Dr. Robert J. Walker 


’Special Note: Robert J. Walker earned his Doctor of Education Degree from Jackson State University. 


Producer: LuValle Benson 
Executive Producer: Dr. Robert J. Walker 

Recorded and Mixed at: J-Town Records; 406 W. Pascagoula St.; Jackson, MS 39203; (601) 969-3508 
Engineers: LuValle Benson, Charles Crawford, Jessie Mathis, and Stan Travis 
Musical Arrangements: LuValle Benson 
Percussions: Jessie Mathis 
Bass Guitar: Lyn ’Sky* Chambers 
Photograph: Carolyn Floyd 
Cover Design: Dr. Robert J. Walker 
Character Drawing: Rickie J. Anderson 
Mixed by : Charles Crawford and LuValle Benson 
Mastered By: Larry Nix, Larry Nix & Co. Inc.; Memphis, Tennessee 
Duet: Debbie Floyd 

Background Vocals: Carolyn Benson, Sharon Cheatham, Norman Foster, Kelly Jackson, Willie Johnson, Deborah McCallum, Lavon Robinson, Donna Seard, Stan Travis, Charles Walker, 
and Dr. Robert J. Walker. 



BQQhinq.CfiDlacL 

LuValle Benson 
J-Town Records 
406 W. Pascagoula St 
Jackson, MS 39203 
(601)969-3508 


Fan Mail: 

Walker Enterprises 
P.O. Box 23381 
Jackson, MS 39225 


This recording is also available on cassette tape. 

©1990 by Dr. Robert J. Walker. This recording is a production of Walker Enterprises. Warning: All rights reserved, Unauthorized duplication is a violation of applicable 
laws. ASCAP. 



Side 1 

Ah Fire De Wuk 8:07 (live) 
Savannah Ghost 12:00 
Vibert Reach Home 4 10 (live) 

Side 2 

Excerpt: Ent Dat Nice? 2:49 (live) 
Oe Band Passing 2:21 
Party Nice 13:51 (live) 

Ah Love Yu Island 4:42 


Speed 3316 Compatible Stereo PK-D 002 

Produced and distributed by KEENSDEE PRODUCTIONS LTD 
27 Borde Street, Port of Spain, Trinidad, W.l. 


With the Compliments of 

deluxe 

starEsltd. 



In trying to describe Paul Keens-Douglas one often has a problem of 
definition - so broad is his scope. 

He is writer, 0 poet, dramatist and entertainer all rolled into one. 

This may bother some people who like to categorise artists, but it certainly 
doesn't seem to bother Paul. 

He just carries on. Which is as it should be. 

That he is successful is an understatement. The tremendous popularity of 
his first album Tim Tim, both in Trinidad and the other Caribbean islands, 
is proof enough. 

But the remarkable thing about Paul's work is its wide appeal. 

An appeal that covers all classes and age-groups, and is indicative of the 
need, for this type of effort. Consciously or unconsciously Paul has touched 
on a pulse of Caribbean society that others would do well to explore. 

This album is a mixture of live and studio produced recordings. 

The live recordings capture all the atmosphere of the theatre, of the 
audience, of Paul on stage. This more than makes up for the extraneous 
noises that always attend such recordings. 

The pieces vary from very humorous to heavy in subtle meaning 
One has to listen and think to understand - to get the message. 

Savannah Ghost, the piece from which this album takes its name, is really 
a verbal presentation of a parade of thoughts that flit through the mind 
of a reveller as he lives through yet another J'ouvert morning. 

It makes the point that not everyone in the band is part of the band. 

It culminates in one terrific jump during which the Carnival Mask of 
Trinidad slips to reveal the histone face of Trinidad life. 

In a sense all of Paul’s work reflects this concern with the everyday 
things of life. Things that vary from the Simple to the psychologically 
complex. Things that we take for granted but which may be the most 
important things in our lives. It is the living of life that seems important 
to Paul. That being the case, we can expect anything anytime from him, 
because he has a whole world of material to choose from. 

With Paul Keens-Douglas on the scene we have a lot to look 
forward to. Enjoy Savannah Ghost. „ 


• rv* 




These and other works by Paul Keens-Douglas are available in books Tim Tim and When Moon Shine. Also on LP PK-D 001 "Tim Tim 


Editing/Effects/Studio Production Earl Lewis - Semp Studios, 67 Mucurapo Rd , P O S Cover Design and Art Ken Eustace Printed bv intercratt industries 



THE CURTIS KNIGHT BAND LOVE ALBUM 



THIS RECORDING HAS BEEN PREPARED USING THE CKD HIGH COMPRESSION HOT-Mir TECHNIQUE RESULTING IN ULTRA-HIGH flDEUTV 
THE LOVE ALBUM* IS AJJiO AVAILABLE ON COMPACT LASER DISC AUDIO CASSETTE AND VHS VIDEO CASSETTE WITH LIVE ACTION FOOTAGE 
ALL RIGHTS RESERVED KNIGHT MUSIC INTERNATIONAL PO BOX 6208 BILLERICA . MA 01871 USA 6IT<*T06'1 

.SD THE CURTIS RKlIGHT BAND If LOVE ALBUM 
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CURTIS KNIGHT BAND LOVE ALBUM 7 




side one YOU TAKE ME HIGH 
LIFE NEEDS LOVE 


side two QUESTION OF LOVE 


* LOVE ALBU 






THE CURTIS KNIGHT BAND LOVE ALBUM 

THE CURTIS KNIGHT BAND SENDS OUT AN ENORMOUS THANK-YOU TO OUR FAMILIES, FRIENDS, VENDORS AND SUPPORTERS WITHOUT WHOSE SUPPORT, FRIENDSHIP AND LOVE THIS RECORDING... WE LOVE YOU! 
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Making Music Your Own 

a new structured program of music learning from 

Silver Burdett Company 




this Showcase Recording has been produced to introduce you to a totally new concept in music programs: 

Making Music Your Own Grades 1-6 


a structured [ learning program 
that is preplanned to help 
you guide your pupils' music 
learning in an atmosphere of 
enthusiastic participation. 


All the songs, listening selections, poems, stories, and 
illustrations in this important program have been care- 
fully chosen and organized according to a master plan 
for teaching music concepts. By beginning on page one 
and continuing right through to the end of your book, 
you will lead your students through a series of RE- 
LATED musical experiences. Any true musical experi- 
ence has its foundation in musical sound itself, and 
this is the reason that the recordings for MAKING 
MUSIC YOUR OWN are such an important part of 
the complete program. <§> Prepared under the direct 
guidance of experienced music teachers, the recordings 


for MAKING MUSIC YOUR OWN feature • the 
voices of children • a high proportion of groups of 
voices • the finest professional musicians • authentic 
instrumentation • instrumentation faithful to that in 
the pupils’ books • discussions of the creative process 
by famous contemporary composers • direct teaching 
on records. <@> All songs and all integrated listening 
selections in MAKING MUSIC YOUR OWN are re- 
corded. The recordings for the six grades provide a 
balanced listening repertory. An integral part of the 
structured learning program, they contribute materially 
to your pupils’ understanding of basic music concepts. 


The following selections from the MAKING MUSIC 
YOUR OWN recordings - and the excerpts from 
them on this SHOWCASE RECORDING - 
are reproduced by permission of Columbia Records: 
MOZART, WOLFGANG a. DIVERTIMENTO NO. 8 

IN F MAJOR: Movement 4, 
as performed by The Phila- 
delphia Woodwind Quintet 

COPLAND, AARON BILLY THE KID, 

excerpt, as performed by The 
Philadelphia Orchestra, 
Eugene Ormandy, Conductor 


SHOSTAKOVICH, dmitri “Polka” from THE 
GOLDEN AGE, as 
performed by The Phil- 
harmonic Symphony of 
New York, Efrem Kurtz, 
Conductor 

GERMAN, EDWARD “Morris Dance” from 

HENRY VIII 
INCIDENTAL MUSIC 

The following selection from the MAKING MUSIC 
YOUR OWN recordings - and the excerpt from it on 
this SHOWCASE RECORDING - is reproduced by 
permission of Folkways Records and Service Curp.: 
THE PORCUPINE 
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Traditions of the Shona People of Rhodesia 
Recorded in Rhodesia by Paul Berliner 


Mbira music is one of the most ancient and popular forms of 
music found throughout black Africa. Its myriad forms constitute a 
contribution of unique richness to the world's music. 

The mbira has always been essential to traditional Shona culture 
and its players held in high esteem, providing music not only for 
entertainment but also for the most important occasions, ranging 
trom the coronation of chiefs to religious ceremonies, Today, while 
mbira players are professionals by the nature of their commitment 
and skill, they often have to supplement their income through other 
vocations. Of the artists heard here, Mr. Mude is an upholsterer and 
businessman; Mr. Mashoko works as a catechist for the Roman 
Catholic Church; Mr. kunaka is a skilled blacksmith and carpenter. 

The mbira is an instrument consisting of keys mounted over a 
bridge on a hardwood sound-board. Shona mbiras range in numbers 
of keys trom eight to fifty-two. They are generally played inside large 
gourd resonators decorated with shells and (more recently) bottle 
tops. The gourdrshape and amplify the sound of the mbira, and the 
shells provide a buzzing quality— an integral part of the music. A basic 
rhythmic accompaniment to the mbira is often provided by gourd 
rattles called hosho. In this album, four major mbira traditions are 
represented- the Mbira Dza Vadzimu, Matepe, Njari, and Ndimba. 
Their playing techniques range from the use of two thumbs to both 
thumbs and index fingers. 

We are greatly indebted to the performers, whose love of mbira 
and conviction that mbira music holds universal meaning made these 
recordings possible. 

Shona terms used in these notes are of the chiZezuru dialect. 


SIDE ONE (21:55) 

1. Nhemamusasa (7 00). 22-key Mbira Dza Vadzimu. Mhuri Ye Kwa Rwizi 
Ensemble (Justin Magaya, Lukan Passipamire, mbiras: Hakurolwi Mude, 
voice: Webster Passipamire. hosho.) Recorded in Kwaramba Village, 
Mondoro. 

The B/ra. a religious ceremony for ancestral spirits, is an evening event 
tilled with pathos. In its context, the mbira is thought to have the power 
to project ils sound into the heavens and to attract the attention ol the 
ancestors. In Ihe hands of skillful musicians, the mbira can draw spirits 
down to earth to possess mediums. At a Brea, (he entire village participates 
throughout ihe night, dancing, singing, clapping, drinking, laughing, and 
sometimes crying, thinking deeply of departed relatives who are unable 
to share the evening with them. After as many as ten hours of continuous 
singing and dancing, the music may culminate in the dramatic and some- 
times violent possession ol a spirit medium. The music stops temporarily 
while a seance is held and Ihe spirit advises Ihe villagers about their 
problems. After the spirit announces its departure, the music begins and 
again and continues through the early morning until sunrise. 

In this excerpt from a performance at a B/ra, the members of (he village 
are heard singing, and drumming-both with hands (clapping accom- 
paniment) and feet (in dance)-around a nucleus provided by the mbira 
ensemble, Mhuri Ye Kwa Rwizi, of which Hakurotwl Mude is the vocalist. 

J Ta/reva (4:02). 24-key Mbira Dza Vadzimu. Erick and Mandrcck Muchena, 
Recorded in Hightields, Salisbury. 

Mbira music is music for meditation. It makes a man think deeply about 
the history ol his people and about the joys and sorrows of his own life. 
As an old man sang one evening, "The mbira, when it sounds, makes me 
feel compassion. . . Misfortune, when it comes to a man who doesn't want 
it, sticks like bees' wax. . Thinking hard, without speaking, there fol- 
lowed Ihe tailing ol tears . ." The repertory for the Mbira Dza Vadzimu 

is extensive: it is said to consist of as many as 100 compositions passed 
down orally from one generation to Ihe next. The structure of each piece is 
divided into two parts- kushaura ("to start"), played by one musician, and 
kulsinhira I "to follow"), played by another While the two parts often differ 
greatly in style, in this particular performance of Ta/reva they are very 
similar, Ihe kulsinhira staggered one beat behind the kushaura. The amount 
ol improvisation in an mbira performance varies with the skill, mood, and 


taste of the musicians as well as the context ol the performance and Ihe 
nature of the piece. The mbira players heard in this recording are all 
veterans of the ensemble Mhuri Ye Kwa Rwizi. 

3. Nyamaropa (6: IB). 22-key Mbira Dza Vadzimu. Mhuri Ye Kwa Rwizi En- 
semble (Hakurolwi Mude, voice k mbira; Cosmas Magaya Kancngoni, 
mbira; Cphram Mulemasengo, hosho). Recorded in Highfields. Salisbury. 

In ancient limes, Shona chiefs employed large bands ol mbira players in 
their courts. Today, however, mbira groups usually consist ol two or three 
mbira players, a hosho player, and vocalists-oftcn the players themselves 
The group Mhuri Ye Kwa Rwizi ("family of IChief I Rwizi") is famous 
throughout Rhodesia for the excellence of its mbira players and for the 
featured singing of Hakurolwi Mude. In his performances, Mr. Mude skill- 
lully mixes three vocal styles used by singers of mbira music: mahonyera, 
a low, syllabic, bass style: huro, a high melodic style requiring the molding 
of Ihe voice to the mbira and incorporating a wide range of vocal tech- 
niques (including yodelling); and kudekelera. an ancient form of Shona 
poetry. The words Ol the latter style are often described by young musicians 
as being "deep Shona," with hidden meaning accessible only to the elders 
His improvisations In the style of mahonyera and huro have gained for Mr. 
Mude his reputation as a great "composer" for Ihe voice. 

Nyamaropa is said to be the most ancient of mbira songs, and has been 
ihe prototype for many other mbira compositions. 

4. Kuyadya Hove Kune Mazove (4:23). 26-key Matepe. Gibson Utsvoma. 
mbira; loseph Katvayire and Mrs. Fatsika, singers: Garage Nyamudya, 
hosho. Recorded in the Mkota district, Mtoko. 

The Matepe employs one of the most complex playing techniques of Shona 
mbiras. It was said by one old man to have been invented in order to allow 
a single musician to play all the parts of the ngororombe panpipe en- 
semble. In this example, an old man and woman skillfully interweave their 
vocal parts with the music of the Matepe. The supporting rhythm is orovided 
by the hosho player. 


SIDE TWO (22:35) 


1. Mbit! Viri (5:53). 35-key Njari. Simon Mashoko (Gwenyambira), mbira & 

voice. Recorded at Gien Clova, Ft. Victoria. 

Great mbira players are sometimes so identified with their instruments that 
they are known by nicknames. Simon Mashoko. called "Gwenyambira" 
(from the verb kukwenya. implying “one who scratches the mbira keys wilh 
great force”), is celebrated as a composer for Ihe mbira as well as for his 
remarkable ability to play that instrument, sing, improvise poetry, dance, 
and act— all at the same time. 

In improvising this poetry, singers often disguise the meaning of their 
words with Ihe use of proverbs and allegories. Mr. Gwenyambira's ex- 
planation ol some lines often included in Ihe introduction to Mbiri Viri 
illustrates the subtlety of this poetry: 


Literal Translation 
In this modern life, people are not 
settled. . . . 

My grandfather was a doctor 
who gave me a tattoo which will 
last forever- . . . 


I was walking with a knobkerrie 
learn- 1 and saw a ditch ahead of 
me. I threw my knobkerrie to Ihe 
other side but it fell short. When I 
went to fetch it, I found it with 
honey; I don't know where it got 
the honey. 


Intended Meaning 
The ways ol our ancestors were 
better and more settled. . . . 

My grandfather was not really a 
doctor. The tattoo stands lor the 
mbira. The mbira was given to us 
by our forefathers and with it 
comes memories we cannot forget. 

The knobkerrie stands lor Ihe 
mbira. When it hit the ground on 
my side ol the ditch. I heard beau- 
tilul music ("honey") arise Irom it. 
Then I took the music to the 
people. 


Mbiri Viri describes a man's journey and his encounters with different 
groups of people, each in need ol one of his possessions. Invariably, each 
group destroys the possession, but makes reparation beyond his expecta- 


tions. A group ol old men, worshipping on the ground, break his mat’ 
(actually his mbira) and replace it with a cow. He then comes to a group 
of people arduously trying to milk a frog ("When I sing." say. Mr. Mashoko, 
"you never know where I'm going next.”) His cow is injured and replaced 
with a gun. Next he comes upon a crowd of people trying to shoot animals 
with "pop-guns," They damage his real gun. but he is given a beautiful wife 
in return. When the story ends, Ihe wife has brewed beer and her delighted 
husband does a little dance by himself. 

Mr. Gwenyambira's face comes alive as he portrays Ihe characters, his 
command of many vocal styles heightening the feeling and imagery of the 
story. In this recording, he imitates the walk ol Ihe cow ("zva , zva 
zva . . ."); Ihe footsteps of the mam character marching with his gun i"de 
, . , de , de . ."); the movements ol his beautiful wile walking before 
him ("t/ya , . . tiya . . tiya . . "); and finally, Ihe sound of the husband's 

leg rattles as he dances by himself ("fsa-tsa-tsa . tsa . tsa-tsa "). 

2. Nhimutimu (4:00). 24-key Mbira Dza Vadzimu. lohn Kunaka IMaridzam- 
bira), mbira; Cosmas Magaya Kanengoni. hosho. Recorded at Nyamweda. 
Mondoro. 

Mr. Kunaka (nicknamed Maridzambira-"ihe Mbira Player") is a well-known 
mbira maker and player. It is said that his playing is powerful enough to 
"give the mbira’s voice to one hundred people." Generally. Shona mbira 
music is designed to be played by at least two musicians. In the hands of 
virtuosos, however, both parts may be alternated and/or mixed in solo 
performance. It is a point of great pride among some players to have played 
"being one" at a Bira all night, and to have mixed parts so cleverly that 
Ihe listeners actually heard two mbiras being played In this excerpt of 
Nhimutimu, Mr. Maridzambira demonstrates Ihe alternating of lead and 
following parts and provides a sample ol the variations possible within the 

3. Nyamoropa Yevana Vava Mushonga (5.00). 25-key Mbira Dza Vadzimu. 
Muchatera Mujuru, mbira & voice Recorded at Dambatstoko, Rusape. 

An old man may lake his mbira into the forest or up in the hills to find 
solitude and to play by himself. As one mbira player said, "The mbira is not 
just an instrumem to us. It is like a Bible; it is the way we pray to God 
Here, Mr. Mujuru plays one of the few remaining varieties of an older 
style 25-key Mbira Dza Vadzimu, having one of the lowest and most tradi- 
tional tunings. The instrument is said to have been played at Chitungwiza. 
the ancient court of the great tribal spirit Chaminuka. This performance was 
recorded with the mbira directly over the microphone, without the use of a 
gourd resonator 

4. Dangu Rangu (4:22). 23-key Mbira Dza Vadzimu. Mubayiwa Bandambira. 
mbira. Recorded at Musondza Village. Mondoro. 

Mr. Bandambira is a virtuoso who has become a legend in his own time 
His last name, originally his grandfather's nickname, comes trom the verb 
kubanda ("to crash") and imparts the image of mbira keys being h,t so 
hard that their sound explodes from the gourd resonator. When he was a 
very- young man, he learned to play so well that his teachers exclaimed. 
"He's playing it better than me. Now. come and teach me back Some 
mbira players guard their knowledge jealously and subtly turn their gourd 
resonators while playing so that younger musicians are unable to watch their 
lingers. In this regard, Bandambira has always been an exception "He never 
hid his lupds while playing; he was alraid to no one." His strength and 
enduranir are legendary: in his youth, he is said to have walked 25 miles 
playing Ihe mbira, and to .have played the instrument for two and a half 
days and nights, stopping only for short naps and food, at a Bira lor a 
stubborn "spirit" who refused "to come. In this recording, Mr. Bandambira 
is heard playing one of the most difficult pieces lor mbira. Two villagers 
join In with background accompaniment of voice and hosho. 

5. Kumakudo (3:06). 17-key Ndimba. Simon Mashoko (Gwenyambira), mbira 
& voice. Recorded at Glen Clova, Ft, Victoria. 

The extraordinary versatility of Mr. Cwenyambira is exemplilied here. He is 
heard playing a small kanmba- type mbira, accompanying himsell in a vocal 
style quite different from that heard in Mbiri Viri. Many mbira players have 
received their lirst training on this instrument before learning one of the 
large Shona mbiras. This recording was made without the use of a gourd 
resonator. 

PAUL BERLINER 




Grateful thanks to the lohn Anson Kittredge Educational Fund. Boston, 
and the Martha Baird Rockefeller Fund for Music, Inc., for supplemen- 
tary assistance in the field work that resulted in this recording.-P.B. 


tape editing Ben Taylor & David Lewiston 
mastering Robert C. Ludwig (Sterling Sound, Inc.) 

coordinator, Teresa Sterne 
art director. Robert L. Heimall 
cover art, Donald Leake 
cover design Robert L, Heimall 
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In the interchange of cultures in Asia, Afghanistan-the 
land between the Oxus and the Indus-has always been an 
important crossroads. For centuries, whoever occupied 
the passes of the Hindu Kush ruled the doorway to India 
and China. Persians. Indians. Turks, and Mongols all have 
their kin in this country and have had their influence upon 
the character and culture of the Afghans. The Afghans 
are proud of their heritage, especially of such national 
traits as honesty, hospitality, and friendliness. The music 
of Afghanistan is deeply rooted in tradition and folklore, 
and it is very much alive in the hearts of the people. It is 
an essential part of their life, and a colorful expression of 
the national temperament. 

Traditional Afghan and Near-Eastern music were 
brought to the Indian subcontinent by Islamic rulers and 
strongly influenced the local classical music. North Indian 
music owes some of its instruments to the land on the 
other side of the Hindu Kush. Nowadays a certain amount 
of feedback is noticeable: the music of Afghanistan shows 
the impact of Indian and Pakistani film music, which in 
its turn has absorbed Western styles. Yet despite the in- 
fluences of these foreign styles. Afghan music has pre- 
served its unique character. 

Among those who have helped shape the style heard 
on the present disc are musicians such as Ustad Qasem 
(grandfather of Musa Kasimi, who is heard in this re- 
cording). After studying with his father, a famous court 
singer, he completed his musical education in India and 
then returned to Kabul, where he collected folk music and 
encouraged composition in new national styles. Musi- 
cians such as. those heard here keep these trends alive. 
They do not reject foreign elements altogether, preferring 
to blend them with Afghan themes in such a way that the 
local flavor is preserved. Another important figure in 
Afghan music is Ustad Mohamed Omar, robab-player and 
composer, who plays the robab solos on many of the 
selections presented here, including two of his own in- 
strumental compositions (Side one, band 5; Side two, 
band 3). His style exerts an audible influence upon the 
younger performers around him. 

The other performers presented here are among the 
cream of Radio Afghanistan performers and represent the 
mainstream of the radio style. Here, Indian musical in- 
struments and film music have meshed with Afghan folk 
styles in a unique blend. One must also allow for the 
impact of the popular music of neighboring Iran and 
Soviet Central Asia, but until quite recently Western 
musical influence had been at an absolute minimum. 

PETER TEN HOOPEN 
Among the instruments heard in this album: 

The robab is a true Afghan instrument also used widely 
in the Pashtun areas of Pakistan, in Kashmir, and in some 
parts of northern India; it is the ancestor of the Indian 
s orod. The four main playing strings are gut, struck with 
a plectrum. There are also a large number of sympathetic 
strings. The robab may be related to lute-type instru- 
ments depicted on reliefs of the Gandharan (Greco- 
Buddhist) Period of Afghan art (ca, 2nd century A.D.). 

The tanbur is also a lute of Afghan origin. It has two 
main wire strings struck with a wire plectrum and nu- 
merous metal sympathetic strings, producing a metallic 
timbre. Other instruments such as the sarinda and sarong i 
relate more to the Indian world. The former is popular in 
the eastern and southern provinces of Afghanistan among 
Pashtuns. In the case of both the sarinda and the snrangi 
the strings are not pressed against the fingerboard while 
playing, as with the Western violin, but resonate froely. 
Another "imported" instrument is the sontur, a type of 
hammered dulcimer native to Persia. It is also used In the 
Punjab, Kashmir, and parts of North India. The strings are 


tuned in pairs or groups of three and are struck with 
small wooden hammers. Lika most of the "Imported" in- 
struments in the Radio Afghanistan Orchestra, the santur 
is rarely used in Afghan folk music. 

The zorboghaii, a typical vose-shapcd drum, is made of 
earthenware, with a parchment-like skin cemented to the 
larger rim, the narrower end being open. The instrument 
is often held under the armpit. 

The tula, a wooden or reed flute, is not chromatic, so a 
playor must select a different tufa for each key. 

Also heard are the dot or; the Indian sitor, tomboura, 
and tabla; the harmonium, a small portable version of 
the European instrument; and the European clarinet. 
The languages: 

Dari is a language widely spoken in Afghanistan. It is, 
in its written form, similar to the language of Iran. Both 
languages may be referred to as Persian; that of Iran, 
"Farsi Persian," and that of Afghanistan, "Dari Persian." 
The second language heard in this album (Side one, 
bands 1 and 2) is the other national language of Afghan- 
istan, commonly referred to as Pashto or Afghan. The 
language is divided into two important dialects. Both 
songs are in the Eastern dialect, where sh is pronounced 
kh, besides other differences. 

SIDE ONE (17:40) 

1. Nan mai dowrai a wolei (Today, I saw her) (4:18) 

Gul Zaman, singer 

Language: Pashto Style: Peshawar 
A folk song, very loosely rhymed. 

Today, from a distance, I saw her, my Leila, rambling 
along near the brook. Dressed in red, she moves like 
a flame, like a proud pigeon, strutting, cooing to her 
beauty. When closer, her black eyes, beneath flutter- 
ing lashes, were shining, her lips so bright a redl her 
face, radiant white: her words l Today as she passed 
by, I caught a glimpse, her face half-hidden by her 
flowing black hair. A smile was all I saw as she 
passed by, nurtured on tender care, my Leila. How 
many hearts does she hold in her henna'd hands / 

2. Mohammed dai nabiyano (Mohammed among prophets) 
(3:30) 

Ustad Doray Logari, singer 
Language: Pashto Style: Kabul 
A formal ode in classical Middle-Eastern style, called 
qasida. When dedicated to the Prophet, a qasida is 
called na't. 

Mohammed is a prince among prophets; on Judg- 
ment Day he hears sinners beg forgiveness. Thou 
wert created from light, oh Prophet, and received 
into heaven's highest places. Hail, oh hail, hail 
Prophet, hail oh Prophet. Mohammed is a prince 
among prophets. To thee Gabriel brought God's de- 
cree, the Koran. Through God's words in the Book 
thou showed man Right. To the heavens God invited 
thee, His beloved. 

3. BimBr dil, kharab dil (Heartsick and sad) (3:35) 

Hamida Rokhshana, singer 

Language: Dari Style: Herat 

A ghazal in the classical style originating in the 10th 
century and perfected in Afghanistan and Iran cen- 
turies ago. Ghazal, sometimes equated with "sonnet," 
is a poetic form intended to be sung. The poet who 
composes a ghazal always includes his pen-name in the 
last verse. Thus we know the author of this sonnet to be 
Ostowar- meaning "steadfast." 

Sick, ruined, and enfeebled is my heart; it bleeds 
from the cruelties of the beauties of the time. Dusk 
to dawn, sleep evades my eyes, O Allah, because of 
the sobs and wails of my heart. Among all the fair- 
faced ones. O winner of hoarts, who appeared in 
time, my heart chose you. Since Ostowar became a 
slave of your love, no longer does his heart race 
after this one and that one. 

4. Dur az to az shab ta sahar (Far from you) (3:47) 

Zhila, singer 

Language: Dari Style: Kabul 

A sonnet ( ghazal ) of which only the first portion is sung 
here. The opening verse, matla', is repented as chorus. 
When far from you, from dusk to dawn, I'm a weeping 
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candle at a festival, scorching to find the fruit of my 
fruitless lamenting. Par from the light cast by your 
face, I lie as a s hadow at your doorstep. Toward you 
the eyes of my hope turn, alas, for this vain futile 
hope. Where is my brimming, flowing cup ? Where is 
the water colored like fire 7 Where is the soothing 
source that dissolves my woes 7 

5. Rain Song (instrumental) (2:13) 

Ustad Mohamed Omar, robab solo 

SIDE TWO (10:08) 

1. Ze eshkat tark-e sar karda n (For your love to lose my 
head) (4:13) 

Ajab Gul Delshad, singer 
Language: Dari Style: Ghazni 
A quatrain form native to Afghanistan, called chahar 
bait i. The form has grown out of oral folk literature. 
Efforts have been made recently to collect in written 
form surviving examples of this colorful form of simple 
rhymed verse. Ma'sumah, the name of a girl, means 
"innocent." 

Why part with my head for your love. Ma'sumah? 
Why give up my sou 17 What reward, Ma'sumah 7 
Knee-deep in ashes have I sat for you. Ma'sumah, 
what reward for throwing dust on my head for you. 
Ma'sumah? Were your hair not in flowing curls. 
Ma'sumah, I wouldn’t be sad enchained in your 
prison. Were the chest of this heart not unlocked, 
no entry for sadness would exist in the world. From 
nightfall till dawn. I cling to your skirts. O Ma'sumah 
of the chain of lovers. O Moslems. I am a wanderer, 
Ma'sumah I Poor, alone and with no friends. Ma'su- 
mah! Oh fate. I can entreat only the Pure Creator. 
Today 1 am here, unaware of where tomorrow car- 
ries me. Ma'sumah was a coquette promenading in 
the square; she drove me to wandering. Now she 
turns respectable. Ma'sumah of the chain of lovers. 
Her eyes are so inviting, her trouser cuffs jingling 
beads encircle her neck, on her mouth lipstick, her 
face adorned with beauty marks, under her blouse 
two pomegranates, hurrying toward a rendezvous 
while keeping me waiting. Go to your lover, tell him 
your real love is poor — a sad beggar hanging at 
people's gates, from dawn till dusk at village door s- 
but oh God, no matter, poverty is also fate/ 

2. Chard jafa mekoni ay dilbar (Lovers' complaint) (5:55) 
Setara Nahid, Musa Kasimi, singers 

Language: Dari Style: Kabul 
A sonnet (ghazal) composed by Ostowar. This second 
sonnet by the poet works his pen-name into the last 
verse even more effectively, because the uninitiated 
would think it a reference only to the word "steadfast." 
Heartless and cruel you are to me, enchantress of my 
poor heart. Meaningless complaints do you no good; 
you are so cruel, oh my love. Behold these eyes, they 
witness your cruelty. Meaningless complaints do you 
no good; you are so cruel, oh my love. Rare blue 
narcissus are your eyes, troubling, disturbing my 
peace. The beauty of your sweet lament pierces my 
corroded heart. Your flowing hair, flying so free, has 
set my heart all aflighf. Away from you there can be 
nought for me but the hour of Doomsday. In seeking 
your love, I'm nothing if not steadfast - faithful and 
true will I be till Resurrection Day. 

3. Song of the Cricket (instrumental) (2:54) 

Ustad Mohamed Omar, robab solo 

4. Bogzar da r pish-e to (Let me be near you) (2:51) 

Hamida Rokhshana, singer 

Language: Dari Style: Herat 
A sonnet (ghazal). 

Let me be near you. oh my love, to die near you, oh 
beloved, of a tormented heart. By your love I am 
wounded. Oh handsome s layer, by your unkind dag- 
ger let me die. This candle burns for you; alas not 
in your presence, unable to light your face. I melt 
helplessly. 

Nonosuch gratefully acknowledges the assistance of Eden Naby 
with translations and notes on the texts, and Professor Mark 
Slobin, Music Deparlmont, Wesloyan University, Middletown. 
Connecticut, for his generous advice and help. 
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Side One 

1. 'Allah man dogo" (God is Great) (5:21) 

Bob-Dyula tribe 

2 bala (xylophonesl. 1 din-din (gourd drum) 

At this marriage celebration in Bobo-Dioulasso, the bride dances 
with relatives and friends for a crowd of about 125 people. She 
wears a Western wedding gown but dances the Tara-bi in 
traditional Bobo-Dyula style. Her husband does not participate and 
will not be allowed in public until the next day. 

The rhythmic pulse of the xylophones Is created when the bala 
players strike the keys alternating between the right and left hands. 
The two xylophone rhythms are spaced one-half beats apart creating 
a perfect interlocking between the two, thus doubling the pulse of 
the piece. 

2. “Lemendi gyeba" 

(Lemendi doesn't care) (4:04) 

Northern Samo tribe 

1 lolongo (musical bowl, dancer with whistle and 
rattles attached to his ankles 

The driving pitch of the musical bow reverberates through the 
hot. balmy, dark night in Tougan, northern Samo Country. The sun 
has set and after a hearty evening meal of millet gruel, the younger 
boys encourage Lemendi Drabo. the weaver, to entertain them with 
his bow. 

Laane Drabo demonstrates the Samo dances "gongo-longo" and 
the ancient dance "Surum" (Dance of the Men). The musical bow 
calls out the rhythms signaling the dancer to change his step. The 
musical bow is forbidden to play during the day in the dry season 
because the people feel its sounds will bring great winds which will 
cause hardship to the people and crops. 

3. 'Djongo" (Kassena dance music) (4:02) 

Groupe Instrumental du Renouveau de la Jeuness Kassena de Po et 

Tiebele a Ouagadougou I Instrumental group of the Renewal 

consisting of the young Kassena boys from Po and Tiebele 
residing in Ouagadougou) 

3 wia (flutes). 1 goun-gonga (pressure drum) and 2 kwora 
(gourd drums) 

This Kassena flute ensemble typifies the efforts of urban 
•Africans to preserve their traditional tribal traditions. The dance 
and music group is practicing at the home of its president. Alain 
Kibora. Eight to ten dancers accompany the musicians with stylized 
versions of traditional Kassena dances. Tom away from traditional 
context and thrust into the urban scene, the music and dance 
becomes purely recreational. The group practices to play in 
Ouagadougou's large public amphitheatre, the "Maison du Peuple". 
Concerts are often staged as dance competitions and the crowds 
clapping determines the winner. 

4. "Abdulai" (God's Child) ( 2 : 06 ) 

Mossi Koranic students 
Chanting alms 

Four young "garibou" (students) from the Koranic school in 
Temnoghin quarter. Ouagadougou, perform arabic chants in 
maanse" style. Chanting after supper from compound to 
compound, the students give Ouagadougou citizens the opportunity 
to give alms, or "zahat" which is required of all good Moslems. 

The main body of Moslem tradition is passed through the 
Koranic schools, of which there are more than 66 in the capitol of 
Ouagadougou . The children's classes are mainly in the open air in 
front of the master's house. The students read aloud from wooden 
slates on which they write Koranic verses. Ouagadougou has a 
majority of Qadiriyya Moslem citizens who worship at the more 
than 36 mosques throughout the capitol. 

5. "Boli-Bana" (a well-known musician from 
Sikasso, Mali) (2:13) 

Bobo-Dyula tribe 

2 bala (xylophones), 1 din-din (gourd drum) 

This example from a Bobo-Dyula marriage demonstrates that 
dancing is a common form of celebrating in Upper Volta. At this 
festival, eight to ten people dance while the crowd claps and shouts. 
The professional musicians, Mamadou Kone, Dramane Sanou and 
Adama Traore, ensure the Bobo-Dyula music, rhythms and history 
will survive. 

Side Two 

1. Fulani ensemble (5:37) 

1 hodu (lute), 2 kaakol (calabashes) 

These musicians were summoned by the chief of Fada N'Gourma 
to play in a musical evening with several other ensembles. Fulani 
music traditionally accompanies marriages, baptisms, and the 
Moslem holidays of Ramadan and Tabaski. Lyrics, as is often 
typical of African music, praise and describe the person listening to 
the music. These Fulani musicians are nomadic and travel 
throughout West Africa with their cattle. Conveniently, their 
instruments are light (flutes, lutes, fiddles, etc.) and the calabash, In 
fact, doubles as a cooking utensil. 

2. "Wenlega" (a Mossi Dance) (4:38) 

Mossi tribe 

Vocalist, small calabash rattle, 2 waamde (calabashes), chorus and 
hand-clapping 

The Kando chief arranged this celebration appreciation for the 
work party that participated In his afternoon 'kobo" (cultivation of 
the millet fields to drumming). The Kando chief enjoys music 
immensely and the festivities were spirited. This celebration for 
villagers from Kando and Koumsyeogo shows the goodwill between 
the two villages and spotlights their intentions to Inter-marry their 

Bowing on his knees In front of the chief, Slbiri Kafando sings 
chants of praise in the chief's honor while the chorus responds. 
Young girls dance the 'wenlega' moving counterclockwise in a circle. 


SAVANNAH RHYTHMS 

Music Of Upper Volta 

Existing In the dry savannah plains, the people of Upper Volta dream of life-giving waters. Savannah grasslands in the 
south and central part of the country give way to an ever encroaching Sahara desert to the north. Upper Volta is one of the 
poorest countries in the world and the drought in the Sahel during the 1970's emphasized the fragility of Voltaic life and land. 

Upper Volta Is approximately the size of Colorado and supports six million people speaking over sixty different languages. 
Three major trade languages (Moore. Dioula and Fulbe representing the ma|or cultural regions) provide continuity in travel 
through a myriad of diverse cultures. The black, white and red tributaries of the Volta River (hence the country’s name) drain 
through the country and converge in Ghana to the south. The economy is based on subsistence farming and livestock herding. 
Lacking substantial industry. Vollaics leave for Ivory Coast every year toseek temporary employment. The country gained its 
independence from the French in 1960 and presently exists under military leadership. 

The music of Upper Volta is as varied and rich as its people. The sixty different ethnic groups all maintain unique 
repertoires of music and dance Songs and dances reflect traditional life and preserve the solidarity of the tribe. This album 
samples each of the three major cultural regions: Voltaic in the central and east; Mande in the west and southwest and the 
nomadic Fulani to the north. 

African music is rarely played for its own sake; an African musician plays 'with' people, not "for" them. Music plays an 
integral role in the celebration of life's many rituals and accompanies everyday activities. Music is extremely important to the 
agricultural cycle with field cultivation, harvest and winnowing of millet performed to the rhythm of the drums. Mossi women 
sing complaints of their husbands as they grind millet grain, The younger boys whistle and croon softly as they wander the 
silent savannah with the cattle and goats. Griots recite history of the people, places and events of the community. They sing 
praise songs to arouse loyalty in the listener. Certain instruments can even "talk" by imitating the tonal patterns characteristic 
of Voltaic languages. African life and music are one. 



Recorded 1973-1975 in Upper Volta by Kathleen Johnson 
Editing: John Howell, Library of Congress 
Mastered by Terry Dunavan, Elektra Sound Recorders 
Art Direction: Ron Coro 
Design: Denise Minobe 
Photographs by Kathleen Johnson 
Nonesuch Coordinator: Keith Holzman 

Special thanks to all the musicians on this album, who continue the rich musical traditions of Upper Volta. These 
recordings were made under the auspices of the Archives Sonorcs, a division of the Upper Volta Research Center created 
to document Voltaic music, dance and daily life. The producer thanks the staff at the Upper Volta Research Center, in 
particular Boyo Slene, Archivist for Archives Sonorcs and Jim Roselllni, original founder of Archives Sonorcs. The 
producer also thanks the following individuals for their assistance during production: Roland Grayson, 

Karen Harvey and Joseph Hlckerson, 
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Grateful and happy, the Kando chief takes a swig from his pint 
ol bourbon, jumps up and joins them. 

Mu-.ic in the fields lightens the load of the workers and rewards 
them when the work is done That eight able-bodied men traded 
hoe for drum emphasizes the importance of working to rhythm 
Cultivation is performed with a hoe sweeping in time to the music. 

A worker sufficiently inspired will dance, throwing his hoe high in 
the air. shuffle, and catch the hoe on its way down -all in rhythm 
3. "Hfa f finien kien lo Iay-nu" (Marriage music; 
slow movement) (3:42) 

Bwaba (Bobo-Oule) tribe 
1 chlohou (xylophone), 1 bwi (gourd drum), 

2 dumanu (pressure drums) 

This marriage music played in honor of Dougoutigi and Arrunata 
Kone is some of the oldest surviving music of the Bwaba traditions. 
Dougoutigi's father, Wamien. who has come from Mali for a visit 
plays the xylophone. The groom's brothers accompany with drums 
and brother Jeri dances. 

The father and brothers are all "aahnu'-members of a traditional 
musicians' caste. The family are leathersmiths. a necessary job to 
make instruments. The sons of Wamien have emigrated to urban 
Ouagadougou from Mali and eam their living selling musical 
instruments and leather articles to tourists. They are well-known 
throughout the city and are often summoned to perform for 
celebrations. 

4. Mossi Funeral Celebration (4:39) 

Blssa musicians 

1 boun-kam (gourd-clarinet), 3 vocalists 
with sibika (rattles) 

These musicians spent three hours in the back of a pick-up truck 
traveling forty miles to play at the funeral for the late Mossi chief of 
Koupela, "Naba Zare',' who died six months earlier. Mossi funeral 
celebrations are traditionally separate from the burial ceremony 
which must take place before the next planting (June). Because Naba 
Zare was an extremely powerful and respected chief in his area the 
celebration included the sacrifices of hundreds of chickens, goats 
and cows whose carcasses filled an acre of land. Musicians came 
from ail over the region to play for the hundreds of villagers who had 
come to pay their respects to their late leader. 

Gobiniyala Nombre. the lead female singer chants praises for the 
late chief while dancers perform "saare”. a traditional Bissa dance. 
David Bambara. a farmer and a mason, plays gourd-darinet for the 
group. Alizeta Zeba and Lamoussa Lengani provide the chorus and 
vocal harmony. 

THE INSTRUMENTS 

Calabash 

The “kaakol ’ consists of a hollow half-gourd commonly about 30 
centimeters in diameter. The gourd is placed upside down on a mat 
and struck with the palms of the hands. The musician often wears 
metal rings to produce a clear high-pitched sound. 

Flutes 

This set of three tuned vertical end-blown flutes is carved of 
wood and each flute is approximately eight inches in length. The 
players alternate pitches in hocket style and the composite of their 
notes form the melody. 

Gourd Clarinet 

The "boun-kam' is an open millet stalk capped on both ends with 
two small gourd resonators. A single reed is attached to the millet 
stalk; tongue pressure and a left-thumb tone hole control pitch A 
tone hole in the right gourd resonator creates vibrato. 

Gourd Drum 

This drum consists of a large round gourd approximately twenty- 
two inches in diameter. The top one-fifth of the gourd is sawed off 
and the hole is covered over with goat skin. The player slaps the 
drum head with his palms. The large gourd creates a deep bass 
sound and the addition of a flat metal rattle wedged into the drum- 
head strappings completes the texture of the sound 
Musical Bow 

Shaped like a shooting bow. the musical bow is held horizontally 
with the string passing through the musician s mouth . A sturdy stick 
in the right hand makes the string vibrate and this sound resonates in 
the mouth cavity. Changing the shape of the mouth cavity amplifies 
selected harmonies while a fundamental pitch serves as a drone To 
raise the fundamental pitch, the string of the bow is shortened by a 
smaller stick in the left hand. The bow "talks" by using the 
fundamental pitches to imitate tonal patterns of the Samo language 
The bow is tuned by moistening the string with saliva. 

Pressure Drum 

The pressure drum is a double-headed drum with a wooden body- 
shaped like an hourglass. Held under the arm, next to the body, the 
player squeezes the leather strings which connect the two drum 
heads. This squeezing action tightens the drum heads and raises the 
pitch. A curved stick is used to strike the drum. The variable pitch 
of the pressure drum is used to imitate the tonal West African 
languages thereby communicating texts and phrases within the 
context of the music, as well as supplying rhythmic backup 
Three-string lute 

The "hodu" is a lute with goat skin stretched over an oblong 
wooden body. Three plastic strings are fastened to the neck (a stick* 
and tied down with leather strings. A metal buzzer is fastened to the 
top of the neck to provide buzzing. Ethnomusicologists suggest this 
West African lute to be the forerunner of the American banjo, 
Xylophone 

The Wext African "bala" consists of 15-19 wooden keys placed on 
a slick frame above hollow gourd resonators. .An arc carved under 
each hardwood key improves tone and definition of pitch Each 
gourd resonator is matched to its wooden key by size; the lip of the 
gourd is positioned precisely under the key arc to maximize 
resonance. A hole in the gourd patched over with spider webbing 
adds a desired buzzing quality to the tone The xylophone player 
wears metal rattles on his wrist lo add rhythmic accent and texture 
to the lone. The keys are struck with wooden slicks bound with 
rubber tips, 
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BALLET MECANIQUE - GEORGE ANTHEIL 

ROBERT CRAFT, conducting the LOS ANGELES CONTEMPORARY MUSIC ENSEMBLE 
PAUL PRICE, conducting the MANHATTAN PERCUSSION ENSEMBLE 


Side 1 

1. Ballet Mecanique (1924, rev. 1954) — George Antheil ( 1900 - 1959) 
Four Pianos, two Xylophones, Glockenspiel, Timpani, Tenor and Bass 
Drums, Military Drum, Gong, Triangle, Cymbal, Woodblock, Large 
and Small Airplane Propeller, Large and Small Electric Bell. 

Robert Craft, Conductor 

2. Sketch for Percussion (1956) — Ronald LoPresti ( b . 1955) 
Xylophone, Marimba, Celeste, Timpani, Snare Drum, Bass Drum, Gong, 
Piano, Triangle, Suspended Cymbal 

Paul Price, Conductor 


Side 2 

1 , Toccata for Percussion Instruments (1942) — Carlos Chavez ( b.1899 ) 
Xylophone, Side Drums, Indian Drums, Tenor ii Bass Drums, Bells, 
Suspended Cymbals, Timpani, Large &? Small Gongs, Chimes, Claves, 
Maraca 

Paul Price, Conductor 

2. October Mountain (1942) — Alan Hovhanness ( b . 1911) 

Marimba, Glockenspiel, Timpani, Tenor 6? Bass Drums, Gong, Tam-Tam 
Paul Price, Conductor 



Percussion music — music expressed through rhythm instead of melody and har- 
mony, suggesting endless variations of movement — is one of the manifestations of our 
restless times.lt does not seem surprising, therefore, that an art form exploring the intrin- 
sic melodiousness of drums and cymbals has become an accepted means of our musical 
expression. But in 1924, when the late George Antheil wrote his Ballet Mecanique. he 
was considered an iconoclast, an audacious experimenter. As he explained much later, 
the ballet was not meant to glorify the beauty and precision of machines, as was erro- 
neously charged; it represented his personal effort to escape “the iron grip of the tonal 
principle" and the straightjacket of the old forms — a goal that Schoenberg and Stra- 
vinsky also had pursued each in his own special way. 

When he wrote the ballet, Antheil was developing a new principle of musical 
construction, based on rhythm alone. He called it "time-space" and compared it with a 
canvas on which tunes and chords were applied like colors and shapes. He wrote the 
ballet originally for an abstract motion picture, but then rewrote it for the concert hall, 
heard it performed in Paris (1926) and New York (1927), and made a final revision 
in 1954. The version on this record includes a recording of an airplane engine, 
two doorbells of different sizes, and four pianos (replacing the original pianolas) on 
which occasional tone clusters are banged with the palm of the hand. The three-part 
piece, played without a pause, has been dubbed a “mechanistic dance of life." According 
to Antheil, its spiritual outline is an interpretation of the "barbaric and mystic splendor 
of modern civilization — mathematics of the universe in which the abstraction of ‘the 
human soul' lives." 

Next comes a work by Ronald Lo Presti, of Williamstown, Mass., who was 23 
years old and had won considerable recognition with compositions along conventional 
lines, when his Sketch for Percussion won first prize in the annual contest at the Eastman 
School of Music, in 1956. Within the single movement of this work, contrasts are achiev- 
ed by pitting delicate sounds of celeste, marimba, and piano against the clamor of xylo- 
phones, drums, gongs, triangles and cymbals. 

Side Two opens with a three-part Toccata for Percussion Instruments by Carlos 
Chavez, Mexico's most eminent musical personality. It has been described as the most 
academic percussion work written so far; “intellectual rather than primitive was the 
concensus of opinion after its premiere in Cincinnati, 1950, despite the lavish use of 
Indian drums and various kinds of metallic sounds suggesting the Mexicans predilection 
for bells. With the perfectionism that distinguishes all his work, the composer leaves 
nothing to improvization; even the pause between the last two movements is a measured 
rest, just long enough to indicate the change of mood. 

October Mountain by Alan Hovhaness was written in 1942. while this prolific 
composer was a student at Tanglewood, after having burned about 1000 earlier composi- 
tions. A New Englander of Armenian parentage, a teacher at the Boston Conservatory, 
he has won a considerable following by the original blending of Oriental, Indian and 
Armenian features which gives his style an enchanting exotic flavor. The work is in 
five parts, three of which are dominated by the marimba, which gives a peculiar tinge to 
the monodic chant that is a characteristic clement in Armenian music. 

THE CONDUCTORS 

Both Robert Craft, who leads the Antheil work, and Paul Price, who conducts the 
other three, are young Americans who champion the latest in modern music and modern 
trends. Robert Craft, author of a book on Stravinsky, is a New Yorker living in Holly 
wood where he founded his ensemble to promote understanding of such innovators as 
Schoenberg, Webern, Stockhausen and Boulez. Paul Price has chosen percussion as 
his vocation. He teaches and conducts them at the Manhattan School ot Music and 
heads a publishing firm specializing in percussion compositions. Mr. Price is credited 
with being largely responsble for the world-wide acceptance of this stimulating new 
trend. Ann M 
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SIDE ONE 

ARNOLD SCHOENBERG 

FIVE PIECES FOR ORCHESTRA, Op. 16 (17:52) 

1. Vorgeluhle (Premonitions) 2 Vergangenes (Yesteryears) 

3. Sommermorgon an einem Seo Farben (Summer Morning by a Lake/Colors) 

4 Peripelie (Peripetia) 5. Das obligate Rozltativ (The Obligatory Recitative) 

ANTON WEBERN « 

CANTATA NO. 1, Op 29 (7:30) 

1. Geiragen -Icbhatt (alternating) 2. Leichl bewegl 3, Ruhlg 
ANITA WESTHOFF, soprano 

GURZENICH CHORUS & SYMPHONY ORCHESTRA OF COLOGNE 
GUNTER WAND, conductor 

SIDE TWO 

IGOR STRAVINSKY . . 

DUMBARTON OAKS CONCERTO in E-flat major for Chamber Orchestra (15:43) 

1 Tempo giuslo 2. Allegretto 3. Con moto 

Members of THE LAMOUREUX CONCERTS ORCHESTRA 

GUNTER WAND, conductor 


ANTON WEBERN: Cantata No. 1. Od. 29 


Zundonder Lichlblitz des Lobons schlug 
oln aus dor Wolko dos Wortes 
Donnor dor Herzschlag totgt each, 
bis or in Frleden vorebbi 


The lightning spark ol life Hashed 
down trom the Word-giving cloud. 
Thunder, the heartbeat, follows alter 
and then dies away in peace 
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Kloinor FlUgol Ahornsamon schwobsl Im Wmdv 
Mur, st doch In dor Erdo Dunkol slnkori. 

Abor du wlrst autorstolin dom Togo, 
all den DUtton und dor FrUhllngs/eit; 
wlrst aus Wurzeln in das Helle stelgon, 
bald im Himmol ouch verwurzelt sein. 

Wiedor wlrst aus dir du klolno Fidget senden, 
die In slch schon tragon deino ganze 
schweigend Leben sagende Qeslnll. 


Lillie maple-seed wings floating In the windl 
You must soon fall to the darkness ol earth 
Bui you will rise up again to the day, 
to all the fragrance ol the springtime, 
you will climb from your roots to bright heaven 

And then you will again send out your little wings, 
which already carry in themselves your whole 
silent tile, articulate form 


TOnen die s ellgon Sailen Apolls, 
wor nonnt sle Charlton? 

Splolt or seln Lied dutch den wachsenden Abend, 
wor denkot Apollon? 

Sind doch Im Klange die truheren Namen 
a lie verklungen. 

sind doch Im 'Norte die schwachcren Worle 

lange gestorben , 

und auch die blasseren Bllder 

zum Siegel des Speklrums geschmolzen. 

Charts, die Gabe des Hochsten . 

die Anmut dor Gnade erglanzep 

Schonkl sich im Dunkol dem werdenden Herzen 

als Tau dor Vollendung. 


When Apollo's sacred lyre resounds, 
who calls on you. Charity? 

When he plays his song through the gathering dusk. 
Who is Apollo thinking aboul? 

In that sound jangle, all the old names 

In that word babble, the weaker words 

and even the paler images 

dissolved in the seal of the spectrum 

Charis. gilt ol the highest. 

the charm of her grace shines forth 1 

Gives herself in darkness to the swelling heart 

like the dew ol perfection. 

Translation by ERIC SALZMAN 


There was a time, not so very long ago, when contemporary 
music was polarized around the magnetic figures of Arnold 
Schoenberg and Igor Stravinsky, when the thesis and antithesis 
of modern music were "neo-classicism” and "dodecophony". It 
was Stravinsky-with his neat Russian view of history-who helped 
provide the synthesis by turning twelve-tone himself. The battles 
of the '60s are obviously not those of the '20s and '30s but it is still 
true that, of the pioneer generation of 20th-century composers, 
it is Stravinsky on the one hand and Schoenberg and his pupils on 
the other who have had the greatest impact on the. course of 
music. And we can see-in a way that our predecessors could not- 
that the significance of the work of these men was not divergent 
and contradictory but part of a larger flow. 

The Five Pieces for Orchestra belong with that remarkable 
group of works composed by Arnold Schoenberg in late 1908 and 
the first part of 1909 and which, for the first time in the history of 
music, clearly move "beyond" tonality as a basis for musical 
thought and structure. Schoenberg's earlier work comes out of the 
post-Wagner. post-Tristan tradition in which the on-going, direc- 
tional. narrative pull of traditional tonality is. no matter how 
elided, no matter how stretched for expressive purposes, still 
operative. But Schoenberg evolved from that tradition the most 
revolutionary consequences. This evolutionary revolution was a 
poetic and expressive one; although Schoenberg himself had no 
sympathy for such labels (one understands why), this period of 
his work is often designated as "atonal expressionist". The “ex- 
pressive" vision of this music comes from some point deep in 
what was just then becoming known as the "sub-conscious”. 
Schoenberg's Vienna was also Freud's Vienna. Nevertheless, 
Schoenberg achieves a remarkable balance between inspiration 
and expressivity on the one hand and the demands of intellect and 
traditional musicianship on the other. 

The Five Pieces for Orchestra were begun in May of 1909, and 
the score was ready by August 11. The work was published by 
C. F. Peters in 1912 and, incredible as it may sound, first performed 
in London on September 3 of that same year by Sir Henry Wood 
at a "Prom" concert! In 1949 Schoenberg reduced Ihe immense 
orchestration of the original to relatively "normal" orchestral 
dimensions, and it is in this form, which retains most of the scope 
and originality of the first version, that the work is invariably 
performed today. 

All five movements have titles attached by Schoenberg himself 
-not without considerable misgivings-at Ihe request of the pub- 
lisher. Schoenberg's remarks on the subject are worth quoting: 
. . ihe wonderful thing aboul mufiic is that it allows you to express 
everything bo Ihe initiates will understand, but without betraying 
your inmost secrets-the secrets you don't confess even to yourself. 
But titles betray you after all! Moreover, the music already expresses 
the ideas that are important-so why use words? If words were 
necessary you would use them in the first place, whereas ill art you 
can express more than in words. Anyway, the titles I might use 
betray no secrets, because they're either very cryptic or very tech- 
nical. Thus: I. Premonitions (everyone has them) If. The Past [every- 
one has one of those, too) III. Chord-Colors (just technical) IV. Peri- 


petia (vague enough, I suppose) V. The Obbligato (or perhaps "fully- 
developed" or "endless") Recitative. But there should be o note to 
say that these titles were added as a necessity of publication and 
not to provide "poetic" almospherc. 

Premonitions is remarkable for its flickering, fast-changing 
colors and dynamics, and its use of a single held chord and a 
pulsing ostinalo, both of which persist for almost the entire length 
of the piece. Things Past, also translated as Yesteryears, is clearly 
related to tradition in its expressive linear writing and poignantly 
dissonant harmony. Colors, also called Summer Morning by a 
Lake, is the most evocative of all. This movement has still a third 
title, The Changing Chord, and its basic sonority-a kind of shim- 
mer which is, at the very least, a-chord-and-a-color all in one-is 
subject to the most subtle and elusive shifts, against which only 
a few tiny, clear points of light appear. Peripetia - the "turning 
point" of the classical tragedy-is a brief and apocalyptic upheaval. 
The Obligatory Recitative is, like Yesteryears, a highly expressive 
linear piece: with its sorrowful, Ldndler-like swing, it breaks with 
tradition while evoking and extending the past into our own time. 

Of all of Schoenberg’s pupils, it was Webern who most thoroughly 
accepted the implications of and drew the most extreme con- 
clusions from the master's work; thus it was Webern's music that 
could provide a link between the old avant-garde and the new. 
Webern was a trained musicologist and a practicing conductor, 
activities which suggest that his work might be imbued with more 
of tradition and more in the way of performing reality than it is 
sometimes credited with. Early in his creative life, Webern re- 
duced the materials of his art to their minimum essentials: notes, 
intervals, dynamics, colors, silences in their simplest and purest 
state. Inevitably, he followed Schoenberg into the twelve-tone 
synthesis. Each work is based on a single pattern of twelve dif- 
ferent notes which, in one or another of four basic forms, per- 
meates every aspect— linear or "harmonic"— of the piece. With 
Webern the twelve-tone idea is more than a principle: it becomes 
not only the form but the actual substance-the "content"-of the 
music as well. Curiously enough, this kind of abstraction, this kind 
of patterning— comparable to that found in, say, the work of Mon- 
drian-suggests a kind of contemporary "lyric" classicism. Sur- 
prisingly, more than half of Webern's output consists of works 
for the voice, miniature settings that often express a kind of lyric 
nature mysticism. These tendencies come together in Webern's 
late cantatas of 1935, 1939, and 1943, all set to texts by Webern's 
friend and favorite poet, Hildegard )one. 

The Cantata No. 1 (actually the second of Ihe three) sets three 
poems for solo soprano, four-part chorus, and a small, unorthodox 
orchestra. The first movement has a curious alternation of very 
long and very short measures of varying length-short loud quick 
forward strides followed by a great soft holding buck. The second 
movement, for soprano solo, has u "lightly moving" flow of six- 
teenth-notes that is, however, modulated by no less than thirteen 
ritards in fifty-six bars. This kind of fluctuation continues through- 
out the quiot halves and quarters of the first part of Ihe third 
movement, This movement presents a musical development of (for 


Webern) considerable scope. The choral writing prepares the way 
for Ihe dramatic re-entry of the soprano on the word "Charis": 
the music subsides in a simple, intense dialogue between the 
chorus and the soprano. In this work, as in the Second Cantata. 
Webern, who reduced the art of sound to its most fundamental and 
isolated elements, provides a new expressive synthesis and recon- 
struction of scope and even grandeur. 

The Slravinskian synthesis is totally opposed and yet curiously 
parallel to that of Webern (recently Stravinsky has expressed his 
admiration for Webern and been influenced by him as well), 
Stravinskian "neo-classicism" recapitulates, not the fundamental 
particles of aural experience, but the forms and gestures of musical 
experience as represented by Western tradition: in this sense. 
Stravinsky's "neo-classic" works are as much "about" the nature 
of experience as Webern's. The "Dumbarton Oaks" Concerto, with 
its obvious baroque-isms and classicisms, is, like many such works 
of the composer, a kind of concerto to the second degree, a con- 
certo about the experience of concertos. The work was commis- 
sioned in 1937 by Mr. and Mrs. Robert Woods Bliss of Dumbarton 
Oaks, an estate in Washington, D.C., presently known as a center 
for Byzantine studies. The Blisses, well known patrons of the arts, 
ordered the work in celebration of their thirtieth wedding anni- 
versary in 1938. Ironically, at the time of the commission, Stravin- 
sky had been ordered to a sanatorium in Switzerland: like his wife 
and two daughters (who had already entered the sanatorium), he 
had tuberculosis. However, instead he took a residence nearby, 
studied and played Bach and wrote his "little concerto in the style 
of the Brandenburg Concertos". Due to his illness, he could not 
return to America, and the first performance at Dumbarton Oaks 
the following spring was conducted by Nadia Boulanger; Stravin- 
sky himself conducted a Paris performance in June of 1938 

The medium of the work is officially described as "chamber 
orchestra", but it is in fact an ensemble of fifteen wind and string 
soloists. The opening is a straight lift from the Third Brandenburg. 
Stravinsky has said, "I do not think that Bach would have be- 
grudged me the loan of these ideas and materials, as borrowing 
in this way was something he liked to do himself." The busy 
conoerto-grosso idea of the opening is seconded by mock fugal 
writing, and there is a bustling, static, ostinalo finish culminating 
in n quiet, chordal coda. The second movement has a spare main 
subject whose very simplicity and aphoristic plainness suggest 
comparisons with Webern: after a richer middle part, the mum 
section returns, this time ornamented by the flute; again there is 
a coda in quiet chords. The staccato finale-a kind of irregular 
march-has its -own incessant pulse and, like the first movement, 
moves towards increasing ostinalo repetition; the obsessive final 
In Hi is broken off abruptly and without any attempt at synthesis. 
Stravinsky, like his baroque and classical predecessors, tends to 
say what he has to say and, when finished, he stops. "Dumbarton 
Oaks" bus, amid its campy stylized-modern 18th-century scenery,'' 
a kind of forthrightness and honesty that is far more than mere 
baroque decoration or declamation. ERIC SALZMAN 
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HARPSICHORD, FLUTE, OBOE, 
CLARINET, VIOLIN, & CELLO 

Allegro 3:00 

Lento, giubiloso ed energico 6:31 
Vivace 3:59 
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3:40 
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2:18 

SERENATA ANDALUZA 

2:47 

JEAN-CHARLES RICHARD, 
piano 
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PIECES ESPAGNOLES 

1. Aragonesa 2:40 2. Cubana 3:54 
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piano 
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The course of Don Manuel Maria tie Falla y Matlieu's life took the shape 
of the steep ascending path of a true ascetic. For his human and artistic 
development stand wholly under the creed of renouncement, conditioned by 
his exacting Catholic faith. Thus the bonds linking Falla to his great Spanish 
predecessor from the 16th century, Tomas-Luis de Victoria, the contemporary 
and friend of Saint Theresa of Avila, appear most significant. But whereas 
the priest Victoria wrote nothing but sacred music, expressing Christ’s suffer- 
ings with glowing emotion, the layman Falla always felt unworthy to create 
the smallest piece of music for the cult, even though the lento from the 
Harpsichord Concerto could be considered religious art in the highest sense. 

The ascending course of Falla’s artistic development is even reflected geo- 
graphically. After an Andalusian period, witnessing the birth of most of 
his best-known creations, there followed a Castilian one, distinguished by 
severe concentration, a rejection of any tonal sensuality, and by harsh and 
rarefied sounds. This decisive stylistic change took place between 1919 and 
1923: the Fantasia bactica is Falla's farewell to Andalusia, whereas with 
El Rctablo de Macsc Pedro ("Master Peter’s Puppet Show") he enters the 
rough highlands of Castilian Mancha for the first time. The Harpsichord 
Concerto, in every respect the climax of Falla’s output, breathes the same 
thin, sharp, but pure mountain atmosphere. 

A relentless self-criticism explains the very small number of Falla’s known 
works : but even then, not all of his compositions are of the same high value. 
However, the few masterpieces from his maturity not only represent the 
climax of the Spanish music, but major achievements of contemporary music. 
With them the music of Spain outgrew the delightful nationalism of Albeniz 
and Granados to reach universality. 

With the exception of the Tontbeau de Claude Debussy, this recording 
contains no transcriptions and comprises the complete original keyboard 
works of de Falla, with the exception of two very slight pieces of juvenilia, 
False capriccio and Nocturno — which were'published against the composer’s 
will. 

* * * 

If Wanda Landowska rescued the harpsichord from its long oblivion, it 
was Falla who first made use of its possibilities in modern composition by 
including it in the scoring of El Rctablo de Macse Pedro. After having played 
the first performance of this work, Wanda Landowska commissioned a con- 
certo from Falla, who needed three long years (1923 to 1926) to fulfill her 
wish. The premiere took place in Barcelona on the 5th of November 1926. 

The mere fact that thirteen minutes of music, written for six instruments, 
should have necessitated three years of arduous labors discloses a lot about 
the steepness of the path chosen by the ascetic Falla ! But even more so does 
the utmost concentration of this music, the nakedness and austerity of its 
texture, all features only to be found — in quite different surroundings — in 
Webern or the latest Stravinsky. This crackling, rugged, lean music shines 
gloriously in the pure joy of holy poverty and total renouncement. In the bald 
landscape of sublimated Castile, the pilgrim has found Truth cutting the 
pure diamond of the Essential. 

Flute, oboe, clarinet, violin, and 'cello form the .intentionally modest tonal 
background to the harpsichord, which is thus never sonically obscured. The 
harpsichord attracted Falla not only because of its tonal purity and pungent 
neatness, but also for its relations to the guitar, especially sensitive to a 
Spaniard. 

The concerto breaks down into three movements, according to the strictest 
classical scheme. The fast external movements are predominantly rhythmic 
and polytonal, witnessing an undeniable influence of Stravinsky. The melodic 
lines always keep to diatonicism. The opening allegro, which makes abundant 
use of a viliancico theme from the 15th century, De los alamos vengo, madre, 
is harsher and sterner than the concluding vivace, a kind of scherzo in 3/4 
and 6/8 dance-rhythms, sounding comparatively joyous, even friendly. But 
this comes as the necessary relaxed contrast after the astonishing lento, 
giubiloso cd energico, the heart and core of the work. The inscription “in 
the year of the Lord 1926, on Corpus Christi day” stresses the deeply mystical 
inspiration of the composer, who has in this movement given to the world 
the deepest and most moving religious music of Spanish origin heard since 
the masterpieces of Victoria. This is the high point of Falla’s message, and 
when listening to this tonal prayer, one should keep in mind the composer's 
own words: “La musica no se liace para que se comprcndra, sino para q lie se 
sienta"-" Music does not exist to be understood, but to be felt." 

These same words are illustrated by the two homenajes (homages) — noble 
funeral pieces written to tin- memory of two great masters of French music 


who were Falla's friends. The grandiose andante, Pour Ic tombean de Paul 
Dallas, originated in 1935 and was published along with tributes from other 
composers in a special issue of the Paris Revue mnsicalc. A massive, chorale- 
like solemn dirge, with dark-hued, brazen harmonies recalling Stravinsky’s 
Symphonies of Wind Instruments or Symphony of Psalms, it sounds utterly 
un-Spanish, but quite appropriately conjures up the noble figure of Paul 
Dukas, whose Piano Sonata (theme from the adagio ) is briefly quoted. 

Pour le tombeau de Claude Debussy, composed in 1920 in similar circum- 
stances and also published in a special issue of the Revue mnsicalc, is of a 
quite different nature. Originally for guitar (Elegia de la guitara), Falla trans- 
cribed it for piano with very slight changes. This deeply moving, once more 
truly Andalusian piece, a languid, bittersweet habanera, quotes the celebrated 
theme from Debussy’s La Soiree dans Grenade, which Falla so warmly 
admired. 

The earliest work recorded here, the Scrcnata andaluza, also belongs to the 
disowned pieces, having been written at about the same time as the two 
already mentioned, between 1899 and 1905, thus before Falla's first major 
achievement, La Vida breve. Nevertheless this attractive bit of music, full 
of longing, is a most lovely work and contains moreover at least sporadic 
hints of what were to become important stylistic landmarks in Falla's later 
works. 


With the Quatrc pidccs espagnolcs, begun at Madrid in 1907 and com- 
pleted at Paris the following year, we already reach quite another level: The 
pieces are dedicated to Isaac Albeniz, and Falla absorbs and overcomes the 
elder master’s influence. Half-way between Felipe Pedrell's purely folkloristic 
creative position and Albeniz's colorful romantic-impressionistic fantasy, 
Falla follows a path wholly his own : the luxuriant keyboard writing of 
Albeniz, his sometimes over-rich polyphony, are abandoned in favor of a 
crystal-clear texture, a linear purity, formal concentration, and harmonic 
acuteness which reveal the fruitful influence of Maurice Ravel. Played for the 
first time by Ricardo Vines in November, 1908, these pieces are the work of 
a pure classicist. 

The first one, “Aragonesa,’' is built on the sharply accented 3/8 rhythm 
of the jota, the typical national dance of Aragon. Some whole-tone sequences 
remind us of Falla's friend and protector Debussy. With its listless triplets, 
the “Cubana” conjures the langor of the great isle’s warm tropical nights. 
The subtle alternation of 3/4 and 6/8 bars is a typical feature of Iberian 
music. The third piece, " Montaiiesa,” uses a folk song from the country 
around Santander, known as the Montana, on the north coast of Spain. It 
carries the subtitle "Landscapes” and alternates a broad andante tranquillo 
and a pin animate of strong folkloristic appeal. But the most interesting, 
most personal, and also harmonically and rhythmically boldest of the four 
pieces is certainly the last. “Andaluza.'' Its percussive harshness not only 
forecasts the witcheries of El Amor brujo, but helps to make this work, to- 
gether with the later Fantasia bactica. a climax in Falla’s Andalusianism. 


As a summarizing farewell to his beloved home country, Falla wrote his 
greatest piano work, the Fantasia bactica, between January and May, 1919. 
The work had been commissioned by Artur Rubinstein, who, however, never 
performed it. 

As compared with the foregoing orchestral works of Andalusian inspiration, 
namely the Nights in the Gardens of Spain and the two ballets El Amor brujo 
and The Three-Cornered Hat. the Fantasia bactica stands like an etching or 
engraving opposed to oil paintings. Let us remember that Bactica was the 
ancient Roman name for Andalusia. With this rough and powerful composi- 
tion, Falla, like Bartok, has transcended purely national elements to the level 
of universality. Through the nakedness of its drastically economical instru- 
mental writing, through its relentless dissonant harmonies, the Fantasia has 
taken its place as Falla’s most uncompromising creation, not excepting the 
Harpsichord Concerto. This, together with its tremendous difficulties in 
performance, explains why it is heard so rarely. The formal structure amounts 
to a broad ternary architecture, with several episodes. The aggressive main 
part elicits from the keyboard hard, metallic sounds evoking guitars and drums. 
The aceiaccaturaf, the grinding semitone clashes which so frequently occur 
in Albeniz's pieces, here appear without any luxuriant background in the stark 
and pitiless aridity of a blinding, burning desert of stones. The melancholy 
middle part (lento, later andanlino), sober and strictly modal, indeed brings 
a contrast, but no relaxation. The Fantasia bactica remains the apex of Spanish 
keyboard music. 

HARRY HALBREICH 
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SIDE ONE 
Been So Nice 

Stranded In The Middle Of Noplace 
If Loving You Is Wrong (I'm So Sorry) 
Here I Am / It’s Up To You 
So Many Lonely Nights Ahead 
SIDE TWO 

I Don't Believe In Losing 
Love Keeps Callin' My Name 
(I Need) Someone Like You 
You Bent My Mind 
Without You I’d Be Lost 
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Every morning You gel yourself on up Bui lest night's sorry 
ending Keeps pulling you back 

Bui Iho day don't wail 

When you're punchm' lime 

And Ihe |ob you earned thru all Ihose years 

Doesn’t seen worth so much now 

Oh to be away 
For lust one day 
To get tar away 


And Ihe day begins so poacelul 
As through il were Iho first 
And lor nil Iho pain of yestordoy 

Chorus: 

And so II goos 
And so II goes 
Here In Sterling 


Silling on Ihe front step late noon 
Slowed and wasted by Ihe heal 
As Iho hawk drills thru Ihe sunlight 
And throws Its shadow at my loel 


Chorus: 

To be away 

Where no man knows me 
Living unafraid 

To be away 
To be away 

Where no man shows me 
How to fill my day 

For just one day 

From the city screams/and the sound of hate 
From the autocratic, all dogmatic apathetic state 
From the mighty crush/of the losing fight 
From the long day hustle/and all day nites 
Oh to be away/tor |us( one day/to get far away 

Chorus: 

To be 


When Ihe absolute precision 
Ol the wind and hawk are done 
The harmony of bird and breeze 


Chorus 



Oh I'm not a lifetime gazer 
Or some visionary being 
I'm |ust a Sterling dreamer 
Relating what he's seen 

Sitting on the front step midnight 
Where the stardust meets your eyes 
Whoro the night birds find their calling 
And the shadows tell their lies 

When the moon drops thru the tree line 
And the nlghtlme reigns supreme 
The starlight falls to patterns 
Till you swear you see your dream 


Chorus: 


the struggle still remains 
against tlmo and tlmo again 


For the years It took to master working 
In the skills you've come to know 
Those same years took their toll upon you 

The skills will fade away 


'cuz time and again 
When you think that you've won 
When you think that you're done 
You've only begun, you've only begun 

For the friends you tried fo keep beside you 
But for all that came to be 
Friends move on thru times and places 
That you may never see 
Where you may never be 


oUcult^ 


Lady lies, alone in bed 
She's much too good, at the short goodbye 
Chorus'. 

And I Guess that's why the lady never 


But that's all right 

Guess I never wanted to sleep any way 
But It's so late 


Tell me love, 

What keeps you far away 
When there's so much left to say 
Why is It all best left unsaid 

But that's all right 

Guess I never really wanted to talk any way 
Hey. I got nothin' to say 


Chorus 

You learn in lime to keep it all inside 
Far from the worldly view 
Ol Ihe human rising tide 
Of lakers, and fakers, and breakers 

Oh but that's all right 

I guess they never got the best part any way 
'Cuz they never stayed 


So tell me time 

‘Cuz it's just as though you know 
When I wish that you would go 
Why are you always so damn slow 

But that's all right 

I guess I never really kept time any way 
Or so they say 

Chorus: 

You learn In time 

I guess I never gave Ihe best part any way 
'Cuz they went away 


a sua Jiu^ua 

On a road that leads thru Utah 

She was nowhere near good lookin' 

As I sat and watched her cookin' 

I was lonely so I sweet-talked her Ihe day 

She said she came here from Chicago 
With her old man and his cargo 
Till he left to find another in the sun 


Chorus: 
And so . 



Roll me down lo be with Jasper 

But if I must go, let it be 

With stainless steel clouds that squeeze through 
Ancient glacial passages 

Gliding all loo evenly on through the valley's door 


Long ago; lady fell 

In and out. back and forth on thru, a lover's hell 

Her eyes filled up 
'Till her tears ran dry 

Chorus: 

And I guess 


Can't you hear those haunting empty sighs 
Can't you see Ihe lines worn 'round her eyes 
Dragged screamin' from her eyes 


Tell me songs 

Before I grow too old 

Does the singing take it's toll 

Do you lose your heart and soul 

To Ihe lakers and fakers and breakers 

But that’s all right 

I guess I kept Ihe best part hidden away 
You wouldn't stay 

So tell me fnends 
Why is it I can't sleep 


Chorus: 

She said: 

I am lost In Indecision 

I am tossed within myself 

Oh. I hardly know the words I mean to say 

For you must have many legions 
Of lovers at your pleasin' 

Yet i can hardly think of even one (not even one) 

We talked away the starlight 
Till the sun rose in her eyes 


I was racked by great confuslon/Of where I was and longed to be 
All my one night stand plans broke and then fell free 

I said you really should be knowln'/lhat soon I must be going 
Perhaps It s best we never got Involved 

Chorus 


(but for you now) 


Perhaps I stayed or didn't 
The truth need not be known 
II matters, we both were not alone 


So In a cafe by iho desert 
On a road that leads thru Utah 
I learned to look beyond my own desires 

Thru Ihe eyes 
Straight lo Ihe heart 

Chorus 

She said: 






Sitting on the front step morning 
As the sun burns thru the trees 
It slides thru silver paslures 
Where the dew had gone lo sleep 


Creeping ever easterly, it s a Rocky Mountain fantasy Bul , guess lhat ' s why , hB | ady never crie s 

I slipped beneath atop gold wings 
On the rock and gravel floor 




3~q 0~(tc 
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Roll me down to be with Jasper 
Know the dreams 


Surround living corridors 
Spilling out what's wild and free 
Within the sight of man 

Climbing, surging wings of gold 
Unfurled within the mountain storm 
Rain or snow and Iho mountain cold 
The road will turn, I can't 

Falling down into the canyon 
Driven oil by wind and ram 
Lying, staring without motion 
Only seeing sky 

Now cold begins to take my body 

Ram falls and my eyes are blurring 

But I see no need to cry — it's not so hard to dio 

Buried deep beneath the sky 
Washed away by wind and rain 
I bocomo the one with nature 
That I hod wished before 

Now you might aoo me In the mountains 
Or hear me In the call ol wolves 
You might touch me In tho pine tree 
Though I am here no moro 
Yet I am here forever more 


Jasper 


.j Re Sl’tuxjxjiie 



ending 


Jin. 


Is It really you who's knockin' on my door 
Askin' |ust to be the things I want and more 
Now we've been thru this God so many times before 
II makes me weak to feel It happening again 


Chorus: 

(And) 

One more time you'll say you love me 
One more tlmo you'll say you care 
One more time you'll be thinkln' of me 
'Cuz one more time you'll want me there 

Ohl One moro time you'll be thinkln' of me 

Like a long lost friend I find 

One moro time your arms surround mo 

Like this favorite coat of mine 

One more time I'll hear you whisper 

That love can find a woy 

One moro lime 

One more time 


Now I'm not questioning Intentions of your hear! 
And I'm not saying Ihal the lovin' shouldn't start 
It's only fair to say that love has gone away 
But if you want to try then go ahead and stay 

Chorus: 

One more tlmo you'll say 


Jn, m« 

Toll mo Irlonds. 

Why Is It I can't sleep 

Wnlchlng shadows croop 

Hooping socrols doop. from you and mo 


Hey come on Bird 
You gotta me the word 
We got a long way to go 

Got 69 miles and we re going in style 
In a big red Chevy too slow 

Got holes in the floor, cold from the door 
And the tires won't last the day 
But that's all right, we re gonna fill up Ihe mte 
With a sound that won't go away 


Chorus: 

Here's to the music 


If your girl stayed home, and you're leelin' alone 
Well I can't make that leelin' nghl 

But there's ninety-nine friends with twice that many hands 

To help you make It thru the mte 

They got smiles In their eyes, love in their hl's 

And a song called "You and Me' 

Come get It together gonna start feeling better 
It makes a big difference to me 


Chorus: 
Hero's to 


Well the night won't last and all things must pass 
And that's how it all should be 
But rushm' ever near 
Always shoutin' In my oar 


Always evor present 
Always gone but hasn't 
A shadow thru my history 


And the promlso It 


Is and one night friends 


JJ 1001 
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Compiled and spoken by PETER O’SHAUGHNESSY 

Singers: Marian Henderson and John Currie 
Double Bass: Ron Martin 
Harmonica: Richard Brookes 
Sound: Ross Linton 
Production Manager: Eric Dunne 
The record produced by PETER O’SHAUGHNESSY 


Side 1 

1 ‘Cook and Banks’ from W. C. Wentworth’s 
‘Australasia’, 1823. 

2 Instructions to Captain Cook for his first voyage, 
July, 1768. 

3 From the Journal of the First Voyage of 
Captain Cook, 1770. 

4 The First ‘Vision’ of Captain Cook . . . Kenneth 
Slessor. 

5 Joseph Banks recommends Botany Bay as the 
place for a Convict Settlement — to a 
Committee of the House of Commons. 

6 From a London Broadside of December, 1786: 
‘Let us drink a good health . . .’ 

7 ‘Here’s Adieu to all Judges and Juries.’ 

8 Three short extracts. 

9 The Convict Maid. 

10 Several short extracts. 

11 From Surgeon Arthur Bowes’ Journal, February, 
1788: Governor Phillip harangues the convicts 
after the landing at Port Jackson. 

12 THE CONVICT OATH. 

Side 2 

1 ‘Van Dieman’s Land.’ 

2 ‘The Girl with the black velvet band.’ 

3 ‘Moreton Bay.’ 

4 The Convict’s Tour of Hell.’ 

5 ‘Bold Jack Donahue.’ 


‘I’m old 
Botany Bay; 

Stiff in the joints, 

Little to say. 

I am he 

Who paved the way, 
That you might walk 
At your ease to-day; 

I was the conscript 
Sent to hell 
To make in the desert 
The living well; 

I bore the heat, 

I blazed the track — 
Furrowed and bloody 
Upon my back. 

I split the rock; 

I felled the tree: 

The nation was — 
Because of me!’ 

Old Botany Bay 
Taking the sun 
From day to day . . . 
Shame on the mouth 
That would deny 
The knotted hands 
That set us high! 

. . . Dame Mary Gilmore 


OLD BOTANY BAY (From 1770 to the 1830s) 

The title ot this record has been suggested by Mary Gilmore’s poem I'm 
old Botany Bay in which 'Botany Bay’ is understood to personify the spirit 
of the Foundation. In England, for some time after Phillip had made the 
actual settlement at Port Jackson, the convict colony continued to be called 
Botany Bay. 

This record is about 'Botany Bay’ in two senses: It deals with Captain 
Cook's visit to Botany Bay; and it explores some of the human conse- 
quences of that visit. 

Historically accurate in all of its references, Old Botany Bay manages to 
give us the 'feel' of history in a vivid, dramatic and sometimes poignant 
way. Though all of the texts are taken from authenticated documents and 
ballads, they are treated freely, whimsically, mischievously and even out- 
rageously. 

By alternating perspectives, by cross-cutting between the ‘voice of the 
people' (as we hear it in songs and ballads) and the stern voice of Governor 
Phillip (as transposed from Surgeon Arthur Bowes' Journal) we can feel 
something of the pain, glory, misery, horror, excitement and adventure of 
those early colonial days.. 

On Side 1 the listener will recognise Here's adieu to all judges and juries 
as an earlier and so more authentic version of 'Botany Bay'. 

The Convict Oath, which ends Side 1, has been described thus: They 
chanted them with crossed and re-crossed hands, and the foot of each 
pressed to the foot of another. And after the verses, the "loving-cup" of 
blood . . . only a drop or two from each man's open vein, sucked by every 
other man. So was fealty to their leader, honour to one another, plighted. 
The Convict Oath was a terrible thing; it was never broken without occas- 
ioning death to someone — not necessarily the violater.' 

Side 2 of the record is purposefully less 'documentary' in its format, 
although it continues to escort us progressively to the 1830s — towards the 
end of what might be called the first phase in Australia's history. 

The first two songs extend the area of settlement in Australia by their first 
reference to 'Van Dieman's Land'. 

Both Moreton Bay and The Convict's Tour of Hell were written by Frank, 
the Poet' — Francis McNamara — who was transoorted from Ireland in 1819. 

'Frank, the Poet' was probably responsible for the original version of 

The Wild Colonial Boy 

The lines f r om that song, 1 "I'd rather roam these hills around like wolf, 
or Kangaroo than work one hour for your government” cried bold Jack 
Donahue', might be called the first defiant affirmation of an 'Australian'. 

Grateful acknowledgment is made to John Manifold for his The Penguin 
Australian Song Book, to Professor Manning Clark for his Sources of Aus- 
tralian History; and, most especially to Professor Russel Ward whose books 
and privately collected papers have been invaluable in compiling the 
material for this record. 

Peter O'Shaughnessy — is one of Australia's best known actors who has also 
worked in the theatre as a producer and writer. Since returning to Australia 
from Englanc 5 years ago, he has done much to promote the Australian 
'tradition'. Using early ballads, stories, poems and journal extracts, he has 
compiled a dramatic anthology which, in the form of a one-man show, he 
has presented on tour throughout the country. He scripted and starred in 
the Restless Years, the A.B.C.'s prize-winning Television programme In 
1966 he produced a full scale musical and a play. Jemmy Green in Australia, 
for the Adelaide Festival of Arts. The 1968 Festival of Arts saw the debut 
of his famous readings from the works of Henry Lawson, 
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ZIURU, KAIMO 
ETNOGRAFINIS 
ANSAMBL1S 






Z I U R V 

ETNOGRAFINIS ANSAMBLIS 

MERGVAKARIS. scena 15 etnograllnlo speklakllo 

Motula Slrdela. Wlq vakarGI|. Subateies vakarel|. 

Ol Onula. Kas apsakys. S6Jau riitq. Val tu, kasela. 

Val tu, sesytluke. Dalnuok, sesula. 

Val Onula. Atskyre sesul(. Lludnas man rytells. 

Val kal aS buvau. 


Ne bet kokla merged a5 buvau. Kad a5 turgtau 
lAkaslau Sullntlj. Nuo puclni) Ir avleciq 
Val Iauk6s laukf-s. Dalna aple Zlurus. 

Garso reilslerius V. KONDROTAS 
Dalllninkt O. SlMAITYTE 


OOOOOOOO 


Penkloilka kllomelri) | pletvakarlus nuo Varfinos, Olos upAs deSlnlaJame kranle 
islkurqs 2lurq kalmas. Daug kas gall pavydtll Jam grailq gamtovalzdilq, SlmtameClq 
aiuolq. Gamta lilies nepagaltejo 51am kalmul groilo, Ilk gero dlrvolemlo pa5yk5t6Jo. . . 

Darbilus lr naglngl iiOrleClal burtuazljos valdymo metals nlekalp negatejo sudurtl 
galo su galu. 15 kellq smeilo r«ellq Jle lurijo Ismaltlnll gauslas Selmas. Pajamq gaull 
15 kllur buvo sunku. Todfel ne vlenas ilurletls savo valkyst^ Ir Jaunysti; praleldo larnau- 
daml pas buoies. Aple mokslq nlekas net lr nesva|o|o. 

• Kltalp atrodo Ir gyvena ZlGrq gyventojal Slandten. Kalmas, kurls buvo labal atsl- 
llkgs, vlsq uimlritas, ISvydo dlenos Svlesa. MlSklnlnkal Cla pastate darblnlnkq klubq, 
kurlame Jslkurt Ir pradlnt mokykla. Kalme vra pulkl parduotuvt, telefono rvSIai. Ci.i 
velkla grybq, uogq, dartovlq lr valslaiollq suplrklmo punktal. O kq kalbgtl aple moks- 
|q! Slandlen Slo kalmo Jaunuollq sutlkslme lr Jvalrluose technlkumuose, lr aukSloslose 
respubllkos mokyklose. 

Neveltul 5luo kalmu susldomfcjo Vllnlaus unlverslteto kraitotyrlnlnkal. Nuo 1970 
metq rudens unlverslteto kraSlotyrlnlnkq ekspedlrl|a, vadovau|ama dfcstytojo J. Trln- 
kuno, tlrla 5| kalma. Nemaial rasta vertlngq dalykq. 

Kalme yra pulkiq dalnlnlnkq. Llaudles dalnq entuzlast£s P. PlgaglenG, A. Kalan- 
tient, M. Paulausklene, E. CesnulevICIenfe, M. RauluSaltlenG, K. Lelkausklene Ir kltos 
| magnetofono Juoslq |ra56 vlr5 Slmto dalnq. Suslkurfc 2lurq kalmo etnograllnls llaudles 
dalnq ansamblls. Vakarals Zlurq pradlnfije mokykloje skamba lletuvlq llaudles dalnq 
lr ialdlmq melodljos. 

Ansamblls per metus lalko tur6Jo penkloilka ISvykq | Jvalrlus respubllkos mles- 
tus, paslrode per televlzlja, daug kartq |q dalnos buvo dalnuojamos per radljq. ZlurleClq 
programs susldom6)o Vllnlaus plokStellq studlja, lr |ra56 ]q „Valnlko pynlmo" dalnas. 
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3THOrPAOMHECKMli AHCAMEAb 
A e P . XIOPAFi 


AEBHMHMK, cqeHa H3 sTHorpatpHMecKoro cneKTaKAji 

MaTyuiKa-cepAeuKor I1 o3Ahhm BenepKOM. CyOOoTHHM BewepxoM. 

Oh, AHHymKa. Kto MoweToniicaTb. CeaAa pyTy. Bail tu, kochhim. 
Bail tu, cecrpHHKa. noii, cetrrpHHKa. 

Bail, AHHyniKa. Hama cecTpHwxa. XMypoe yrpo. 

Oil, Kor A a a. 


IT e c h h: 

H AeBHqa CbiAa. Hto 6 a HMe.va 

BbiKonaA a KOAOAeq. Or ksahhu h MaAHHU 

Ban, 3Kfi,9A», JKAa.va. necHa o TKiopaii 

3ayKope3KHCcep B. KOHAPOTAC 
XyAo>KHHK O. lIlHMAflTHTE 

OOOOOOOO 

B nsTHaAqaTH KHAOMerpax k ioro-3anaAy ot BapeHU, ua npaBOM Cepery peuKH 
Yau, pacKHHyAacb AepeBHa TKiopaii. MHorHe Moryr 3aBiiAosaTb eii npexpacHux OKpecr- 
HoeTeii, croAeTHHx AyOoB. IlpiipoAa He noixaAeAa 3T0ii AepeBHe xpacoTu, toauco hao- 
Aopo A HOH 3eMAH noJKaAeAa. . . 

T pyAOAiofiH Bue h yMeAue amah 3toh AepeBHH b toau Cyp>Kya3HOH BAacra b Aht- 
Be HiiKax He motah cbcctii xonqa c KOHqoM. Ha uecKOAbKHx necaaHux no.vocxax 3eMAH 
AOA3KHU 6blAH npOKOpMHTbCH OOAbfflHe ceMbH. A«>*OAOB CO CTOpOHU He Obl-\0. riO3T0My 
MHorne xuopaflqu CBoe actctbo h MOAOAOCTb npoOaTpawiLVH b KyAaqxiix xo3HHCTBax. 
O uiKOAe, oO yneOe h noMUOLUin 6tno Heuero. 

no-ApyroMy jkhb\t h butahaht JKirreAH AepeBHH TKtopaii ceroAHB. A e peaHB, Bce- 
mh 3a0biTaa h OTcraAaa, yBHAe.\a cbct coAHqa. AecoBOAU 3Aecb nocrpoHAH paOoHHii KAyO, 
b kotopom noMecrHAacb h HaMaAbHaa ihkoab. B AepeBHe ecTb Mara3HH, Te.\ei})OHHaa cBa3b, 
paCoTaioT nyHKTu cxynKii rpnOoB, aroA, oBouieii h AeKapcrBeHHUx TpaB. Hto h roBopHTb 
06 yseOel CeroAHB npeACTaBHTeAeii MOAOAoro noKOAeHHB AepeBHH HaiiAemb h b TexHH- 
KyMax, h b Bysax. 

HeAapoM 3toh AepeBHeft 3aHHTepecoBaAHCb xpaeaeAu BitAhHioccKoro yHHBepcHTe- 
Ta. C oceHii 1970 roAa KpaeBeAsecKaa 3KcneAHqHa yHHBepcirreTa ooa pyxoBOACTBOM npe- 
noAaaaTeAH H. TpHHKyHaca HCCAeAyeT 3Ty AepeBHio. CoOpaHo mhoto qeHHoro MaTe- 
pHBAa. 

B AepeBHe ecrb npexpacHue iicnoAHHTe-\H HapoAHUx neceH. Hapo A aue neBqu 
n. Tlurareiie, A. KaAaHTeHe, M. nayAaycxeHe. E HecHy.vaBHieHe, M. PayAymaHTeHe, 
K. AefiKaycKeHe h APyrne 3anHcaAH Ha MarHHTHyio AeHTy CBUme era neceH. Eu.\ opra- 
HHaoBaH TKmpaHCKHH sTiiorpaipHaecKHii ancaMOAb uapoAHou necHH. no aewepaM b ihko- 
Ae 3ByiaT mbaoahh ahtobckhx napo A Hux neceH h xopoboaob. 

3a roA aHcaMO.vb coBepmiiA narHaAUaTb KOHqepTiiux noesAOK b pa3Hue ropoAa 
pecnyOAHKH, aucrynaA no paAiio it TeAeBHAeHiiio. nporpaMMoii aHcaM6.\a 3aHHTepecoBa- 
Aacb BHAbHioccKas trry A na rpaM3aimcn h aanHcaAa Ha rpaMn A acnrHKy necHH "n.'ereinie 

BeHKOBO. 


Tan. -B«m3 A *c- 1833-74 
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MAN'O PASAKA. RYTO IDILE. UGNELE SVEN- 
TA. 1 PLATy KELIA. SAPNAI. BALTAS ROKAS. 
KLAUSYK SIRDIES 
(V. Bloi6s iodi.) 

N. Tallat-KelpSaltg (1—4, 6, 7) 

A. Lemanas (5—7) 

Merglnq vokallnls ansamblls 
..Dalna" (1, 4, 5) 

n 

ZlBURELIS. MERGU2ELE — NE MERGAITE. 
PIEMENAITE. RIESUTELIAI 
(V. Bloits iodi.) 

SVYTI MEDZIAI (R. GlrkontaltGs iodi.) 
KALENDORIUS. AIDAS (R. SkuCaltes iodi.) 
MEILES VASARA (S. Zllblno iodi.) 

V. Rakauskalt6 (1—4) 

O. VallukevICIutG (5, 6) 

N. Tallat-KelpSall6 Ir 
A. Lemanas (7, 8) 

Lleluvos Televlzl|os lr radijo 
lengvoslos muzlkos orkestras. 
Dlrlgentas ALOYZAS KONCIUS 
Garso reilslerlus V. BlClONAS 
Dalllnlnkas R. BUIVYDAS 


MOD CKA3KA. YTPEHHHfl HAHAAHH. CBH- 

tou oroHb. no iuhpokoh AOPorE. chm. 

BEAblH TYMAH. nOCAYUIAB CEPAME 
(ca. B. Eaojkc) 

H. TaAAaT-KeAnmairre (1 — 4, 6, 7) 

A. AeMaHac (5 — 7) 

BoKaAbHbiii ancaMOAb ACByiueK 
«AaftHa» (1, 4, 5) 

II 

OrOHEK. AEBYIIIKA — HE AEBHOHKA. 
nACTYIDKA. OPEIIIKH 
(ca. B. EAO>Ke) 

AEPEBbR CBETRTCR (ca. P. riipKOHTaiiTe) 
KAAEHAAPb. 3X0 (ca. P. CKyiailTe) 

AETO AIOBBM (ca. C. JKAiiOmiaca) 

B. PaKaycKairre (1—4) 

O. BaAioKHBiiHioTe (5, 6) 

H. TaAAaT-KeAnmaiiTe it A. Ae- 
Maiiac (7, 8) 

OpnecTp AerKoil nryauKii 
AnToBCKoro TeAeBiiAeinm h paAiio 
AnpHwep AAOH3AC KOHMIOC 
3ByKopexuiccep B. BHMIOHAC 
Xvaojkiihk P. BY.HBHAAC 
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Kompozllorlus BEN J AMINAS GORBULSKIS (Rim. 1925 m. Kaune) produk- 
tyvlal dlrba vlsuose muzlkos ianruose. Dar mokydamasis Vilnlaus J. Tallat- 
KelpSos muzlkos mokykloje lr budamas Lleluvos TSR Valstyblnfes konservato- 
rljos studentas (1958 m. balg£ prof. E. Balslo ved. kompozlcijos klasel, para£6 
nemaia stamblos formos kurlnli). Satyrlng opera, keturlos operetfes, aple dvl- 
deSImt kurlnli) slmfonlnlam orkestrul, kamerlnC- muzlka, kurlnlal pufiamqjq 
orkestrul, lletuvlq llaudles Instruraentams, daug lengvoslos muzlkos kurinlq — 
toks kompozltorlaus kuryblnls dlapazonas. 

Kompozllorlus B. GORBULSKIS, glaudilal bendradarblaudamas su poetals 
Vyt. Bloie, R. Glrkontalte, J. LapaSInsku, V. PalCInskalte, R. SkuCalte, St. 2ll- 
blnu, sukure fvalrlq dalmj: nuo popullarlos maslnfcs datnetes Ikl sudfetlngos 
Ifivystytos baladgs. 

1 97 1 -alslals ypaf l$ry$k£Jo penklollka metq beslt^slantl a GORBULSKIO 
lr poeto Vyl. Bloies draugystg. Sukurla dvIdeSImt dalnq, kurloms budlngas 
lletuvlq tautosakos stlllus, gausial naudojamos lr vystomos lletuvlq llaudles 
dalnq Intonacljos, rltmlka, senovlnts dermis. 

Sloje autorlnfeje kompozltorlaus B. GORBULSKIO plokStel6|e — penklollka 
dalnq, sukurtq 1971 metals. 




KoMnoaiiTop EEHbHMIIHAC TOPEYAbCKIIC (p. 1925 r. b rop. KayHace) 
npoAyKTHBHo paCoTaeT bo Bcex MV3UKa.\btn>ix waHpax. Eme CvAyHH cryAeirroM 
rocyAapcTBeHHon KOHcepBaTopiiH Ahtobckoh CCP (b 1958 r. okohmha K_\acc 
KOMnosiiqim npocj). 3. EaAbCHca), C03AaA p«A npoH3BeAeHiiii KpynHoii tpop.Mbi. 
CaTiipHMecKan onepa, weTbipe onepen-bi, okoao ABaAdani npoioBeACHiu'i aa« 
CHM^omiwecKoro opKecTpa, KaMepua# MysbiKa, npoii3Bi'Aemia aab AV*OBoro 
opnecTpa, aiitobckhx napoAHbix iiHCTpv mohtob, MHoro npoH3BeAemm AereoH 
MV3MKH — TaKOB TBOp'ieCKIIII A»aiia30H KOMno3HTopa. 

KoMnosuTop B. rOPBYAbCKHC, TecHo coTpyAHiiwaa c no3TaMH B. Baojkc, 
P. r iipKOHTaiiTe, H. AanamiiHCKacoM, B. naAbmmcKairre, P. CKyjairre, C. )Kah- 
(IiniacoM, co3AaA Miioro paaHbix neceii: ot nonvAnpuoii MaccoBoii necemoi ao 
caojkiioii pa3BHToii OaAAaAti. 

B 1971 roAy ocoGemio npoHOHAacb uHTiiaAuaTHAeTims AP>>K6a E. TOP- 
EYAbCKHCA c n03T0M B. EA0>Ke. Hamicaii qiiKA neceH, kotopum CBOiicTBe- 

IICII CTHAb AIITOBCKOrO (J)OAbKAOpd, B H3oCllAHII HCn0Ab3VK>TCB II pajBHBdlOTrS 
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LIETUVOS TELEVIZIJOS 
IR RADIJO ANSAMBLIS 
„ARMONIKA“ 

Vadovas Vytautas Juozapaitis 

I 

MAR5AS (G. Butautas) 

APYNELj NURASKYSIU (V. Juozapaitis — 
P. Gaule) 

POLKA (P. Dikdius) 

NEMISLINAU GERTI (liet. I. d., harm. V. Bau- 
milas) 

TRANDIPOLKA (V. Juozapaitis) 

NEGERKI TRECIOS (V. Juozapaitis — B. Da- 
diulis) 

ARMONIKOS VALSAS (G. Butautas) 
GROMATELE PARASIAU ;v. Juozapaitis — 
S. 2libinas) 

S o I ista i : 

B. URBONAS ir R. VESIOTA (2, 6, 8| 
P. BILEVICIUS ir J. CEPULIS |4| 

II 

MED2IOTOJV MARSAS (V. Juozapaitis) 
MANO PYPKE (V. Juozapaitis — B. Daciulis) 
SAPNAGiy POLKA (V. Juozapaitis) 

PER SILEL! JOJAU (liet. I. d., harm. V. Bau- 
milas) 

BOBUTES POLKA (G. Butautas) 

SENBERNIO DAINA (V. Juozapaitis — 
B. Dadiulis) 

POLKUTE (G. Butautas) 

ATSISVEIKINIMO VALSAS (V. Juozapaitis) 
Sollstai: 

B. URBONAS Ir R. VESIOTA |2) 

P. BILEVICIUS Ir J. CEPULIS |4) 

J. CEPULIS (6) 

Garso reZIslerlut V. KONDROTAS 
Dailinlnk6 B. GRABAUSKIENE 


Sakyk, sakyk, lletuvaite, 
Kieno esi tu mergaite 
Ir kas tavo per motyna 
Tokiq graiiq ifaugino. . . 


Si jumoristine daina-polka nuskambejo pirmq kart^ Lietuvos radijo studijo- 
je 1969 metq rudenj. Susirinko tada burys jaunq muzikantq: Vytautas Juoza- 
paitis su armonika, Giedrius Butautas ir Putinas Grudzinskas smuikelius pasi- 
em£, Ridardas Legaudas triuba neiinas, Stasys Liupkevidius birbyn? nusitve- 
r^s, Jonas Aliiauskas kontrabasq tempdamas, o Algimantas Klimka — kelis 
barabanelius muidamas atskubejo. . . 

Kur buv$ kur nebuv$ ir Balys Urbonas su Petru Kasperavidium atkulniavo. 
Visi suskato prie mikrofono stoti ir skambios gaidos ieSkoti. Pabande ii 
klausos — kaip kaimo zmones groja ir dainuoja. Tiesa, muzikantai jraS? tas pir- 
mas kelias polkas nebuvo tikri, jog muzika bus zmoniq pamegta. Bet jau po 
pirmojo „Linksmojo subatvakario" pasipyle simtai laiSkq, kuriuose buvo sa- 
koma vienu balsu: „Ot dia tai muzika! Ne tik jaunq, bet ir musq, senq kai- 
miediq, sirdis suvirpina. . 

Buta ko kompozitoriui V. Juozapaidiui ir jaudintis: juk tiek mokytqsi, 
spr$sta harmonija ir polifonija, o vel j rankas paimta armonika — pries drau- 
gus nepatogu. . . Bet laikas jrode, kad kompozitoriaus nerimauta be reika- 
lo. . . Ansamblio muzika prigijo liaudyje. „Armonikos" mielai klausosi ir 
mokytojas ir gydytojas, kolukietis ir darbininkas. 

Muzikq ansambliui raio dabar ne tik broliai Vytautas ir Jurgis Juozapai- 
diai. Vis dazniau savo kurinius pasiulo kompozitoriai V. Baumilas, V. Telks- 
nys, be to jaunieji: G. Butautas, P. Dikdius. 

Sioje plokSteleje isgirsite skambias polkas ir valsus, nuotaikingas ir pa- 
megtas dainas, kurioms tekstus parase B. Dadiulis, P. Gaule ir St. 2libinas. 

Pirmojoje „ Armonikos'' ploksteleje savo balsus isbande dainininkai: Pet- 
ras Bilevidius, Juozas Cepulis, Romualdas Veiiota ir Balys Urbonas. Jeigu pa- 
tiks, tai sekandioje ploksteleje nuskambes ir nauji skaidrus moterq balsai ir 
dar smagesne kitq kompozitoriq muzika. 

Tikimes, kad armonikos valsas ii plokiteles pades kaimo kulturos namams, 
kuriuose iio liaudies numyleto instrument© dumpies jau seniai peliq sugrauz- 
tos. Tikimes atgaivinti musq kaimiedio duiiq sava melodija ir pazjstamu 
ritmu. 

Na, o lietuvaites tikriausiai bus dekingos muzikantams ir dainininkams, jei 
grojant ..Armonikos" plokitelei, trypdami polkas lietuvaidiai, pakvies ir sva- 
jingam valsui, o pasibaigus iokiams, palydes ir apie busimas vestuves 
uzsimins. . . 


Prie l6velio auklto dvaro 
2ydi mano ruto*, m6toj. 
Tik moflutd man prisak^ 
Su bernetiais nekalbeti! 


B. URBONAS 
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4N C&R TO TH€ SOUNDS Of- OUR HISTORY 

ht\RMT£D BY £RIC SENNtQD 

PRODUCED BY CHhRLCS R. REEMES & PCTCR WELLS 
EXECUTNE PRODUCER, E(t\ERSOh STONE 


AN EAR TO THE SOUNDS OF OUR HISTORY was a pro- 
duction of CBS News and broadcast on the CBS Radio 
Network as a 30-part documentary on September 22 
and 23/ 1973. This album is a compilation of highlights 
of that documentary series, a retrospective of memo- 
rable CBS News reporting. Eric Sevareid concluded the 
broadcast documentary, AN EAR TO THE SOUNDS OF 
OUR HISTORY, with the following essay: 


Radio brought into being the first new form of journalism in generations. 
It became the most personal form. Familiar, individual voices became 
more than a familiar by-line in a newspaper. In this retrospective series 
we have gone back to Munich, nineteen thirty-eight. That was the begin- 
ning, not of news itself by radio, but of systematic, structured journalism 
in sound, staffed by a new kind of journalist. He had to be able to speak, 
but he still had to be able to write; the word was everything. With tele- 
vision the word has lost its pre-eminence, if not its necessity. 

In those World War II beginnings the immediacy of radio news was breath- 
taking. Emotions, as well as facts and figures, had to be censored— self- 
censored. CBS was the first network to create its own organized repor- 
torial staff overseas. The others kept on for a time, putting on newspaper- 
men, politicians, other public figures; but the CBS success forced them to 
make the change. 

For those very early microphone reporters, including this one, it was ex- 
hilarating, it was exhausting, it was a bit frightening. Paul White, then 
the CBS managing editor, used a phrase about it all; he called it "a fine, 
careless rapture." 

But in broadcast reporting, too, the saddest words are / “it might have 
been." A reporter never quite gets over a big scoop that never made air. In 
forty-four I helped carry a mile of wire on my back to the summit of Mount 
Vesuvius, then in full eruption. Near the crater's edge we made the first 
recording of Vesuvius blowing off. An hour after we retreated that whole 
part of the mountain fell in. I put the recording on short wave to New 
York. The report next day, “too much static, couldn't use it." 

And there was Winston Burdett's beautiful script, written at dawn after 
his midnight entry with an infantry point into Rome. The moment of cap- 
ture of the first enemy capital, in the moonlight. That never made it to 
New York, either. 

Tnose things remain silent memories in our own private files. 

Those of us who began at the beginning of broadcast journalism are 
growing old now. A whole new generation of reporters is taking over. 
They will do it their way. Thirty years from now you'll be listening to 
another retrospective, to history in sound, but history that hasn't hap- 
pened yet. 

The past, as it says on the archives building here in Washington, 
is prologue. 


Side One: 

World War Two: CBS News Correspondent Eric 
Sevareid reporting from Paris on the impending fall 
of the city in 1940 • Eric Sevareid, “about a quarter 
century" later, recollecting how it had been in Paris 
“that June" • On September 1st, 1939, CBS News 
Correspondent Robert Trout reports on evacuations to 
the British countryside, introducing a BBC newsman 
trainside in London; a teacher and the voices of chil- 
dren are heard • On September 22nd, 1940, CBS 
News Correspondent Edward R. Murrow, with a roof- 
top report during an air raid on London • On Decem- 
ber 3rd, 1943, an Edward R. Murrow account of a 
bombing run he had covered over Germany (this 
account became known as "Orchestrated Hell") • On 
April 15th, 1945, Edward R. Murrow's report on the 
concentration camp at Buchenwald (he had been with 
the first allied reporters to enter it) • CBS News Cor- 
respondent Charles Collingwood's account of Ger- 
many signing its surrender at Reims, France, on May 
7th, 1945 • Robert Trout reporting Japan's surrender 
on August 14th, 1945. 

Other Wars: CBS News Correspondent Robert Pier- 
point under fire in Korea on May 17th and 18th, 
1951 • On September 16th, 1965, CBS News Corre- 
spondent Winston Burdett reports from Jammu, Kash- 
mir, as Kashmir is being contested in an undeclared 
war between India and Pakistan • On June 5th, 1 967, 
Reporter Michael Elkins broadcasting an eyewitness 
account from Jerusalem on the start of the six-day 
Middle East War. 

Indochina War: On October 1 2th, 1 965, CBS News 
Correspondent Morley Safer reports while under fire 
in Vietnam • On December 23rd, 1965, CBS News 
Correspondent Murray Fromson reports while on an 
air raid over the Ho Chi Minh supply trail • CBS News 
Reporter Richard Threlkeld's account of being pinned 
down by a sniper in Vietnam • In September, 1965, 
CBS News Correspondent Peter Kalischer is eyewitness 
to a mistake of war • On January 27th, 1973, CBS 
News Correspondent John Laurence reports from the 
Paris site of the signing of the Vietnam peace agree- 
ment • In 1969, CBS News Correspondent Mike 
Wallace interviews former infantryman Paul Meadlo 
about the My Lai massacre. 


Side Two: 

Assassinations: Montage of reports on November 
22nd, 1963, by CBS News Correspondents Allan 
Jackson in New York, and Nelson Benton and Dan 
Rather in Dallas, on the shooting and death of John 
F. Kennedy • On November 24th, 1963, Reporter Ike 
Pappas in Dallas is an eyewitness to the shooting of 
Lee Harvey Oswald • CBS News Reporter Steve Young 
reports from Carnegie Hall in New York City on the 
reaction there on the night of the assassination of 
Martin Luther King, April 4th, 1968 • The voice of 
Senator Robert Kennedy announcing Martin Luther 
King's death to an audience in Indianapolis on April 
4th, 1968 • CBS News Correspondent Bruce Morton, 
June 6th, 1968, reporting on the funeral route to be 
followed by the cortege of Senator Robert Kennedy 
in Washington. 

Hemingway Obituary: CBS News Correspondent 
Harry Reasoner's obituary for Ernest Hemingway, 
broadcast July 3rd, 1961, the day after Hemingway's 
death. 

Murrow on McCarthy: Edward R. Murrow essay 
concluding the March 9th, 1954, CBS News tele- 
vision documentary about Senator Joseph McCarthy. 
Andrea Doria: CBS News Correspondent Douglas 
Edwards' eyewitness description of the sinking of the 
Italian liner Andrea Doria on July 26th, 1956. 

Civil Rights March: On March 25th, 1965, CBS 
News Correspondent Alexander Kendrick reports 
from Montgomery, Alabama, on the end of a five- 
day, 54-mile civil rights march from Selma. 
Elections and Politics: Robert Trout reports the re- 
sult of the Presidential election of 1 932 • H. V. Kalten- 
born commenting on President Roosevelt in 1940 * 
President Harry S. Truman mimicking H. V. Kaltenborn, 
after the 1948 Presidential election ■ Robert Trout at 
the 1964 GOP National Convention as Senator Barry 
Goldwater is nominated • CBS News Correspondent 
Neil Strawser reports the result of the Presidential 
election of 1 968. 

Apollo 1 1 : CBS News Correspondent Reid Collins 
describes the liftoff on July 16th, 1969, of the first 
moon-landing flight • Reid Collins reports on the land- 
ing of Apollo 1 1 on the moon, July 20, 1969 • Reid 
Collins reports man's first step on the moon, July 
20, 1969. 
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"Gould plays Schoenberg with love, not just affinity. . . .There is a profound technical, intellectual and emotional identification with the music."— The New York Times 









Produced by Andrew Kazdin and Thomas Frost 


ARNOLD SCHOENBERG: 

THE COMPLETE MUSIC FOR SOLO PIANO 
GLENN GOULD 

Side 1 

DREI KLAVIERSTUCKE, Op. 11 (ascap-is:ix) 

Electronically rechanneled for stereo 

FUNF KLAVIERSTUCKE, Op. 23 <ascap-i4 : so) 

Side 2 

SECHS KLEINE KLAVIERSTUCKE, Op. 19 (ASCap-s:27) 


Intermezzos. Opus 11, No. 2, is not nearly so successful. It is 
a long, somewhat gawky construction that keeps posing 
sophisticated melodic utterances over a D-F ostinato which, in 
view of the speculative uncertainty of the harmonic universe 
into which Schoenberg now projected himself, was perhaps 
retained for that same degree of consolation and reassurance 
that Peanuts' Linus seeks in his blanket. Opus 11, No. 3, is the 
first example of those flamboyant studies in sonority with 
which Schoenberg experimented in these transition years and 
which he was shortly to employ in the Five Orchestral Pieces, 
Op. 16. 


Stereo MS 7098 



17. It is a method by which a sequence of intervals recurs ad 
infinitum, the statements being distinguished from one another 
only by variables of rhythm, transposition and dynamic 
projection. For the continuance of these primary motivic 
groups (there need not, as in the early practice of the twelve- 
tone system, be only one group) such conceits of Classical- 
Romantic organization as first theme, secondary theme, 
episode and so forth become meaningless — or, at any rate, 
change their spots to match the dynamic, rhythmic and, if I 
may borrow a useful bit of Princetonian terminology, pitch- 
class conditions. 


SUITE FUR KLAVIER, Op. 25 <bmi-i7:3s) 

KLAVIERSTUCK, Op. 33a) 

> (BMI— 7:03) 

KLAVIERSTUCK, Op. 33b/ 

For Arnold Schoenberg, the piano was an instrument of con- 
venience. He turned to it as a sole vehicle on five occasions — 
six, if one counts the Piano Concerto — and used it also in his 
lieder, as partner to the voice, ;nd in certain of his instru- 
mentally assorted chamber woiks. To some extent, then, it is 
possible to trace the developing of Schoenberg's stylistic 
ideas through his writing for piano; and in doing so, me :o.nes 
to the conclusion that with the .ppeaiance of each si bsequem 
work, the piano per se meant less ani less to him. Mind you, 
it would be unfair to imply plat Schaenberg was unsympa- 
thetic to the mechanics of the instrument. There is not one 
phrase in all of his music for the piano which is badly con- 
ceived in terms of execution on a keybe ard. 

Schoenberg does not write against the riano, but neitl er can 
he be accused of writing for it. There is not one phrase in his 
keyboard output which reveals the least indebtedness to the 
percussive sonoritiej exploited in an overwhelming percentage 
of contemporary keyboard music. Either Schoenberg recog- 
nized that the n.oto ritmico barharico method was absolutely 
the dead end it h *s since oeen proved (an insight granted to 
few of his confreres) anc that its heyday could endure only 
so long as the la: t tendor. stayed unstretcl ed; or, as I hold to 
be the case, he possessed almost from the o itset of his career a 
very different opinion :>s to how the instr iment might serve 
him best. He asks very little of the piano m terms of instru- 
mental eccentricity. On a might cite the pedal harmonics in the 
first movemen 1 . of Opus 11 (which almost invariably fail to 
carry beyond the first row) and the demonic metronome mark- 
ings of the Piano Concerto (which his courteous foreword 
suggests be taken with a grain of salt) as indulgences, but 
there are precious few other instances in which Schoenberg 
demands of the instrument anything that goes against the 
grain of its sounding board. 

it was about 1908 that Schoenberg began to use the piano as 
solo instrument. Perhaps no other composition was as crucial 
i Schoenberg's future, and, if one accepts the eventualities 
1 that future, then also to 20th-century music, as the Three 
i iano Pieces, Op. 11. They were not his first atonal works, for, 
1 sides the last movement of the Second Quartet, many of the 
si . lgs in his magnificent cycle Das Buch der hangenden Garten, 
Op 15, predated Opus 11. But in terms of a sustained structure 
(th • second of the Three Piano Pieces runs to nearly seven 
minutes), Opus 11 was the first major test of the possibilities 
of irvival in a musical universe no longer dominated by a 
tri.idically centered harmonic orbit. And the survival potential 
wc ■ m the basis of Opus 11, eminently satisfactory. 

Oj i , 11, No. 1, is a masterpiece. Judged by any criteria, this 
glo ous vignette must rank with the very best of Brahms' 


I wonder if any group of pieces of comparable total duration 
(five-and-a-half minutes, give or take a Luftpause) has ever 
elicited as much analytical scrutiny as Schoenberg's Opus 19. 
Ironically, these Six Little Piano Pieces, which were once de- 
scribed as having condensed a novel into a sigh, have been 
subject over the last fifty years to enough critical attention to 
fill a small encyclopedia. These are, indeed, puzzling, even 
infuriating pieces, and the initial reaction to them was not al- 
together unjustified. It is disconcerting to admit that Schoen- 
berg, the creator of the colossal Gurrelieder, should be reduced 
to writing keyboard trifles. Furthermore, one is tempted to 
read these works in the light of their influence upon Schoen- 
berg's disciples. The phenomenon of their brevity so fascinated 
the young composers under Schoenberg's tutelage that, with 
an apostolic fervor equalled in recent years only by the cult of 
the aleatoric or the curse of the reversible tape, these pieces 
reappeared almost instantly as Webern's Opus 9 and as Alban 
Berg's slightly more substantial Opus 5. Suddenly, the art of 
the miniaturist was prospering; pianissimos proliferated, and 
rests acquired fermatas. A new day of Augenmusik was at 
hand. It was, of course, an escape hatch, an emergency exit for 
the uncomfortable stowaways aboard the good ship post- 
Wagnerian Romanticism. 

But Schoenberg was not of this company: his Verkldrte Nacht, 
Pelleas et Melisande, the Quartet in D Minor and the Cham- 
ber Symphony in E were never an appendix to the post- 
Romantic movement. They were, rather, its intense and 
resourceful culmination. Schoenberg had earned the right to 
experiment; however. Opus 19, despite being a stimulus to the 
pointillistic manner, was not, for Schoenberg, a profitable ex- 
periment. Shortly, he was to withdraw into a decade of re- 
flection and meditation. To continue as a miniaturist was not 
to be his role. Indeed, the very best of his miniatures, the 
penultimate song from Das Buch der hangenden Garten, Op. 
15, makes its effect not only because of pointillistic novelty, 
but also through the contrast implicit in its location within the 
spacious architecture of that last of the great Romantic song 
cycles. 

With Opus 23, composed in 1923, Schoenberg returned to a 
more conventional scale of duration. These Five Piano Pieces 
are not unlike Opus 11 in texture, but they are infinitely more 
elaborate in terms of the motivic involvements. For Schoen- 
berg was on the brink of his still-controversial technical break- 
through — the system of composition with rows consisting of 
twelve tones. The fifth piece of Opus 23 is the first legislated 
twelve-tone composition — a statistic for the record only, since 
in all other respects it is dwarfed by the superbly inventive, 
not quite totally organized composing process which produced 
Nos. 1 through 4. Schoenberg's method, while verging on the 
twelve-tone procedure, was an extension of the semi-system- 
atized motivic variation which he used to great effect in such 
works of his atonal period as the monodrama Erwartung, Op. 


Of Opus 25, composed in 1925, I cannot speak without some 
prejudice. I can think of no composition for solo piano from 
the first quarter of this century which can stand as its equal. 
Nor is my affection for it influenced by Schoenberg's total 
reliance on twelve-tone procedures. The fact that some of 
Schoenberg's greatest works were produced in the last half of 
the 1920's is undoubtedly related to his use of the twelve-tone 
method. But indirectly! Schoenberg, the prophet who had 
fallen silent, had found his voice again. From out of an arbi- 
trary rationale of elementary mathematics and debatable 
historical perception came a rare foie de vivre, a blessed enthu- 
siasm for the making of music. And the Piano Suite, for all its 
reliance on binary dance forms and its sly digs at pre-Classical 
convention, is among the most spontaneous and wickedly in- 
ventive of Schoenberg's works. 

The two pieces of Opus 33 (1929 and 1932) are a bit of a let- 
down. They make use of the harmonically subdivided row 
devices with which Schoenberg was increasingly preoccupied 
during the last two decades of his life. This is the technique 
that appeared in most of his twelve-tone works from the time 
of Von Heute auf Morgen and Accompaniment to a Film Scene 
(1929 and 1930) on. In somewhat modified form, it was to pro- 
duce the haunting, quasi-tonal harmonies found in many of 
the late works (Kol Nidre, Ode to Napoleon, etc.) and also to 
encourage in the more conventional twelve-tone essays of the 
last period (Piano. Concerto, Violin Fantasy, etc.) an exploita- 
tion of invertible hexachords as row material. In Opus 33, 
however, the vertical aspects of the tone-row technique had 
not yet been assimilated, and the result is a somewhat pedes- 
trian exposition of three- and four-tone superpositions deco- 
rated by what are, for Schoenberg, rather rigid melodic ideas. 
Experiment was the essence of Schoenberg’s musical experi- 
ence, and we can be grateful that in carrying out his experi- 
ments, he turned on five occasions to the solo piano. Each of 
these compositions either inaugurates or shares in the inaugu- 
ration of a new chapter in Schoenberg's development. And, 
given his pragmatic relationship to the instrument, it is not 
surprising that when, in his later years, he occupied himself 
with an experiment of conciliation between the twelve-tone 
method and harmonic structures reminiscent of his pre-atonal 
style, the piano, incidental to the symphonic vocabulary which 
he now recalled, was no longer suited to his purpose. But, dur- 
ing the crucial moments of the most significant experiments 
of his career, during the years when Schoenberg was rework- 
ing the contemporary musical language, the piano — inexpen- 
sive to write for, instantly able to demonstrate the dangers and 
the possibilities of a new vocabulary — was his servant. 
Schoenberg repaid it with some of the great moments in its 
contemporary literature. _ , , 

— Glenn Gould 
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KARLHEINZ 

STOCKHAUSEN 

(8«b. 1928) 

HYMNEN 

fur elektronische und konkrete Klange 

Anthems for electronic and concrete sounds 
Hymnes pour sons yiectroniques et concretes 

SE1TE 1: 

REGION I 

SEITE2: 

REGION n 

SEITE 3: 

REGION m 
REGION IV 

(Anfang ■ Beginning • Commencement) 

SEITE 4: 

REGION IV 

(Fortsetzung ■ Continuation) 

Elektronische Realisation WDR Koln 



1 Vitionall iymncn sind die bekannteste Musik, die man sith vor- 
stcllcn kann. Jcdcr kenne die Hymnc seines Landes und vicllcichl nodi 
cinige anderc, wenigstens deren Anfangc. 

Intcgricrt man bekannte Musik in cine Komposition unbekannter, ncucr 
Musik, to kann man bounder* gut liiircn, wie lie intcgricrt wurdc: un- 
transformiert, mclir odcr weniger transformiert, transponiert, modulicrt 
usw. Je sclbstvcrstandlidicr da* Was, urn so aufmcrkiamcr wird man fiir 
da* Wie. 

Natiirlidi sind Nationalhymncn mchr als das: sic sind •gcladcn* mit Zeit, 
mit Gcsdiiditc — mit Vcrgangcnlicit, Gegenwart und Zukunft. Sie bc- 
tonen die Subjekti vitae von Vcilkcrn in cincr Zeit, in dcr Univcrsalitat 
allzuschr mit Uniformitat verwcdisclt wird. Subjektivitat — und Weeh- 
sclwirkungcn zwischcn musikalischcn Subjekten — muss man audi gut 
untcrsdicidcn von individualistischer Absondcrung und Trennung. Die 
Komposition Hymnen ist ktinc Collage. 

Vielscitigc Wcdisclwirkungcn sind auskomponiert zwischcn versdiiedenen 
Hymnen untcrcinandcr sowic zwisdicn dicsen Hymnen und neuen ab- 
strakten Klangformcn, fiir die wir keine Namcn haben. 

Zahlrcichc kompositorisdic Prozessc dcr Inter-Modulation sind in den 
Hymnen angewandt worden. Zum Bcispicl wird dcr Rhythmus eincr 
Hymnc mit der Harmonik ciner andcrcn Hymne, das Ergebnis mit dcr 
Lautstiirkekurve eincr dritten Hymne, dieses Ergebnis wicdcrum mit 
dcr Klangfarbenkonstcllation und mic dem mclodisdicn Vcrlauf clektro- 
nischcr Klange modulicrt, und schliesslidi wird dicscm Ercignis noch cine 
raumlichc Bewegungsform aufgcpragt. Manchmal werden Teile ciner 
Hymnc roh, nahezu unmoduliert in die Umgebung elektronisdier Klang- 
ereignissc cingclasscn, manchmal fiihrcn Modulationcn bis an die Grenze 
der Unkenntlithkcit. Dazwisdien gibt es viclc Grade, vide Stufen dcr 
Erkennbarkeit. 

Ausscr den Nationalhymnen sind wcitcre •gcfundcnc Objekte* verwendet 
worden: Sprathfetzen, Volksklangc, aufgcnommcne Gesprache, Ercignisse 
aus Kurzwcllcncmpfiingcrn, Aufnahmcn von bifcntlichcn Vcranstaltungcn, 
Manifestationen, cine Schiffscinwcihung, cin chincsischcr Kaufladcn, ein 
Staatsempfang usw. 

Die grossen Dimensionen in Zeit, Dynamik, Harmonik, Klangfarbe, 
raumlichcr Bewegung, Gesamtdaucr und die Unabgeschlosscnheit dcr 
Komposition ergaben sidi im Verlauf der Arbeit aus dem univcrsalcn 
Charakter des Materials und aus der Weitc und Offenheit, die idi sclbst 
in dcr Auscinandcrsctzung mit diesem Projekt — Vcrcinigung, Integra- 
tion scheinbar bczichungsloscr alter und neuer Phanomcnc — erfahren 

Verstedte, was du komponierst, in dem, was du horst. 

Verdedte, was du horst. 

Stcllc etwas neben das, was du horst. 

Stcllc etwas weit ausscrhalb dessen, was du horst. 

Unterstutze, was du horst. 

Setze ein Ercignis, das du horst, fiir lange Zeit fort. 

Verwandle ein Ercignis bis zur Unkenntlithkeit. 

Vcrwandlc cin Ercignis, das du horst, in das vorige, das du komponiert 
Komponicrc, was du als niidistcs erwartest. 

Komponicrc oft, horc aber audi fiir langerc Zeiten dem zu, was sdion 
komponiert ist, ohne weiter zu komponicren. 

Mische allc Anweisungen. 

Besdileunige zunchmcnd den Strom dciner Intuition. 


Karlheinz Stockhausen 


1 Vational anthems are the most well known music that one can 
imagine. Everyone knows the anthem of his own country, and perhaps 
those of several others, or at least their beginnings. 

When one integrates in a composition known music with unknown, new 
music, one can hear especially well how it was integrated: untransformed, 
more or less transformed, transposed, modulated etc. The more self- 
evident the What, the more attentive the listener becomes to the How. 
Naturally, national anthems arc more than that: they arc 'loaded'' with 
time, with history — with past, present and future. They accentuate the 
subjectivity of peoples in a time when uniformity is all too often 
mistaken for universality. One must also make a clear distinction between 
subjectivity — and correspondence between subjective musical objects — and 
individualistic isolation and separation. The composition Hymnen is not 

Many-sided correspondences have been established between various 
anthems as well as between these anthems and new abstract sound shapes, 
for which we have no names. 

Numerous compositional processes of inter-modulation were applied in 
Hymnen. For example, the rhythm of one anthem is modulated with the 
harmony of another; this result is modulated with the dynamic envelope 
of a third anthem; this result in turn is modulated with the timbral con- 
stellation and melodic contour of chosen electronic sounds; finally, this 
result is given a specific spatial motion. Sometimes parts of anthems arc 
allowed to enter the environment of electronic sounds, in raw, almost 
unmodulated form; sometimes modulations lead almost to the point of 
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unrccognizability. There are many degrees in between, many levels of 
recognizability. 

Aside from the national anthems further "found objects" have been used: 
scraps of speech, sounds of crowds, recorded conversations, sounds from 
short-wave radios, recordings of public events, demonstrations, a diristen- 
ing of a ship, a Chinese store, a diplomatic reception, etc. 

The large dimensions of time, dynamics, harmony, timbre, spatial motion, 
total duration and opcncss of the composition arose in the course of work 
out of the universal character of the material and the breadth and openess 
whidi I myself experienced in my encounter with this project — the unifi- 
cation and integration of seemingly unrelated old and new phenomena. 

Hide what you compose in what you hear. 

Cover what you hear. 

Place something next to what you hear. 

Place something far away from what you hear. 

Support what you hear. 

Continue for a long time an event you hear. 

Transform an event until it becomes unrecognizable. 

Transform an event that you hear into the one you composed last. 

Compose what you expect to come next. 

Compose often, but also listen for long periods to what is already 
composed, without composing. 

Mix all these instructions. 

Increasingly accelerate the current of your intuition. 

Karlheinz Stockhausen 
[translated by Gregory Biss and Rolf Gehlhaar] 

Lies hymnes nationaux sont la musique la plus connue que l'on 
puisse imaginer. Chacun connait l'hymne de son pays et peut-etre encore 
quelques autres, du moins Icur debut. 

Si l'on intigre de la musique connue dans une composition de musique 
nouvclle, inconnue, on peut entendre d'autant mieux, comment elle a id 
intfgrfe: non transformfe, plus ou moins transformfe, transposes, 
modulcc etc. Plus le Quo: va de soi, et plus on sera attentif au Comment. 
Naturellement, les hymnes nationaux sont plus que cela: ils sont « charges > 
de temps, d'histoire — de passf, de present et d'avenir. A une epoque oil 
on confond volontiers universality et uniformite, ils mettent l'accent sur 
la subjectivity des peuples. II faut nettement distingucr la subjectivity — 
et ('interaction de divers sujets musicaux — de la syparation et de I'isole- 
ment individualiste. La composition intituiye Hymnen n’est pas un 

Des interactions multilatyralcs ont yte composers entre different* hymnes, 
ou entre certains de ces hymnes et de nouvelles formes sonores abstraites, 
pour Icsquelles nous n'avons pas de noms. 

De nombreux processus compositionnels apparente a l'intermodulation 
ont tit utilises dans les Hymnen. Par exemple, le rythmc d'un hymne a 
tit moduiy par l'harmonie d'un autre, le resultat par l'enveloppe dynami- 
que d'un troisiime, le nouveau produit par la constellation de timbre et 
le dyroulement melodique d'un ensemble de sons yiectroniques, et finale- 
ment, cet cvcncmcnt est encore pourvu d'une forme de mouvement dans 
l'espace. Parfois, des parties brutes d'un hymne sont introduites presque 
sans modulation dans les environs de phynomines sonores yiectroniques, 
parfois, dcs modulations m£nent 3 la limite du mfconnaissable. Entre ces 
extrymes, il y a beaucoup de degry*, de niveaux de rcconnaissabilite. 

En plus dcs hymnes nationaux, d'autres « objets trouves • ont encore yte 
utilisys: bribes de parly, bruits de foule, conversations enregistryes, pre- 
lavements de programmes en fryquence modulee, enregistrement de mani- 
festations publiques, meetings, le baptemc d'un navire, une boutique 
chinoisc, une ryception officiclle, etc. 

Les grandcs dimensions dans le temps, l'harmonie, le timbre, la dynami- 
que, le mouvement dans l'espace, la duree totale et memc I'inachyvcment 
de la composition ont rysulty, en cours de travail, du caractyre universel 
dcs matyriaux, ainsi que de l'ouverture et de I’ytendue dont j’ai fait 
l'cxpyriencc en me confrontant A cc projet: reunir, intygrer des phyno- 
mincs de caractyre vieux et nouveaux apparemment sans relations les uns 
avec les autres. 

Cache cc que tu composes dans ce que tu entends. 

Couvrc cc que tu entends. 

Place quclque chose 3 chit de ce que tu entends. 

Place quclque chose loin cn-dehors de ce que tu entends. 

Soutiens cc que tu entends. 

Prolonge pendant longtemps un yvynemcnt que tu entends. 

Transforme un yvynemcnt jusqu'A le rendre myconnaissable. 

Transforme un yvynemcnt que tu entends dans celui que tu as composy 
prycydemmcnt. 

Compose cc que tu attends comme prochain yvynemcnt. 

Compose souvent, mais ycoutc parfois aussi pendant longtemps 3 ce qui a 
tit dyji composy, sans plus composer. 

Mflange toutes les instructions. 

Accylyre toujours davantage le flux de ton intuition. 

Karlheinz Stockhausen 
[traduction T. et H. Pousseur] 




39421/22 STEREO 





THE SPECTRUM OF (^Vhl^C WITH RELATED ARTS 


Electronic Music 


Side A 

1 sine wave, p. 19 

2 triangular wave, p. 19 

3 sawtooth wave, p. 19 

4 square wave, p. 19 

5 white noise, p. 19 

6 Nexus II, excerpt, David Dunn, p. 1 

7 Fontana Mix, John Cage, p. 3 

8 Extended Voices, Toshi Ichyanagi, p. 10 

SideB 

1 Open Beauty, excerpt, Don Ellis, p. 11 

2 Poeme Electronique, Edgar Varese, p. 18 

3 Dripsody, Hugh LeCaine, p. 11 

4 Stinger, Dave Fredericks, p. 20 

5 Festival of Beautiful Waters, 

Olivier Messiaen, p. 31 

6 Sonic Contours, Vladimir Ussachevsky, 
p. 31 

7 Gargoyles, excerpt, Otto Luening, p. 31 


About This Phonographic Record 

• This stereo record can be played on 
either a stereophonic or a monophonic 
phonograph. It can be played on the latter 
equipment without damage to the record 
No matter what types of equipment is-used. 
be sure that the needle is not blunted. A 
blunt needle will inflict permanent damage 
on the record grooves. 

• This recording has been prepared for 
maximum flexibility in classroom use. 
Played normally, both voices and accom- 
paniment are heard simultaneously. By 
turning down the volume level of the voice 
track, only the accompaniment will be 
heard. This can then be used to accom- 
pany the students' singing. By turning 
down the volume of the accompaniment 
track, the recorded voices will emerge with 
greater emphasis, making it possible for 
this recorded performance to serve as a 
model for student singing. 

• In order to take advantage of such ver- 
satility, make sure that the turntable of the 
phonograph is absolutely level and that 
the phonograph stylus is not excessively 
worn. Also, make sure that the stylus is 
centered in its cartridge. 

• Each of the bands of this recording is 
separated from its neighbors by a locked 
groove. This enables you to play only the 
band you have chosen, without having the 
stylus move inadvertently to the next band 
The stylus will remain in the locked groove 
until it is moved manually. 

• To prevent warping, do not store this 
record near a source of heat. 

Long Playing 33 V 3 Stereo Recording 
29100.750 
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New York 


AS 

•Band 7- Realized by Max Neuhaus 
"Band 8 - The Brandeis University Chamber Chorus, 
Alvin Lucler, Director 
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‘Band 1 - Don Ellis, Trumpet 

•Band 2 - Robert Cratt Conducts Woodwinds, Brass and 
Percussion 

Band 3 - Realized by The Electronic Music Studio. Univ. ot 
Toronto 

Courtesy ot Folkways Records “ 

Band A - Performed by Dave Fredericks on the Arp Pro 
Soloist Synthesizer 
Courtesy ot Arp Instruments 
Band 5 -The Jeanne Loriod Martenot Sextet 

Courtesy ot The Musical Heritage Society 
Band 6- Courtesy ot Desto Records 
•Band 7 - Realized by The Columbia-Princeton Electronics 
Music Center 


‘Courtesy ot Columbia Records 
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Robert R. Choate. Barbara R. Kaplan. James Standifer 
Record 7 Side R 


Band 1 . 

P. 14. 
Band 2. 

P. 15. 
Band 3. 

P. 18,103. 
Band 4. 

P. 18. 
Band 5. 

P. 25. 
Band 6. 

P. 38. 
Band 7. 

P. 38. 
Band 8. 

P. 38. 


VARIATION IV (Cage). John Cage and Donald Tudor. Courtesy of Everest Records, Inc. 

BALL OF CONFUSION (Whitfield and Strong). The Temptations. Courtesy of Motown Record Corp. 

CHORALE NO. 8. CANTATA NO. 80 (J.S. Bach). The Southern German Madrigal Choir and Consortium 
Musicum, conducted by Wolfgang Gonnenwein. Courtesy of EMI. 

CHORALE. L'HISTOIRE DU SOLDAT (Stravinsky). Conducted by John Pritchard. Courtesy of EMI 
AT A CERTAIN CHURCH (Work). Natalie Hinderas. Courtesy of Desto Records. 

OL' MAN RIVER (Kern). Courtesy of Capitol Records, Inc. 

OH. WHAT A BEAUTIFUL MORNING (Rodgers and Hammerstein). Gordon MacRae. Courtesy of Capitol 
Records, Inc. 

TONIGHT (Bernstein and Sondheim) . D. Dawson. Courtesy of Vox Productions. Inc. 


SideB 

Band 1 . RECONNAISSANCE (Erb). Conducted by the composer. Courtesy of Nonesuch Records. 

P.87. 

Band 2. TIGER (Cowell). Courtesy of Folkways Records 
P. 55. 

Band 3. POP! GOES THE WEASEL (Calliet). Courtesy of Sound Book Press Society, Inc. 

P. 60. 

Band 4. SYMPHONY NO. 8 IN F MAJOR, SECOND MOVEMENT (Beethoven). The Berlin Philharmonic Orchestra, con- 
P. 67. ducted by Andre Cluytens. Courtesy of Seraphim Records. 
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‘GET READY’ 


VEHICLE 

HOLD ON I'M COMING 
GET READY 
IT'S IMPOSSIBLE 
AQUARIUS/LET THE SUN 
SHINE IN 

EVERYTHING IS BEAUTIFUL 
EVERYBODY’S TALKIN’ 
SING SING SING 
TOOT TOOT TOOTSIE 
GOODBYE 


Cover Design by RICK FREERS 


I WANNA BE LOVED BY YOU 
BLACK BOTTOM 
VARSITY DRAG 
THE CHARLESTON 
TUXEDO JUNCTION 
IN THE MOOD 

JUKE BOX SATURDAY NIGHT 
FLAT FOOT FLOOGIE 
BEI MIR BIST DU SHOEN 
OPUS =1 


Arr. by DON SIMPSON 


TAKE THE “A” TRAIN 
SPANISH FLEA 
TIJUANA TAXI 
SPINNING WHEEL 
LUCRETIA MacEVIL 
SMILING PHASES 
FREE 

LOVE STORY 
OH HAPPY DAY 


Produced by RAY ANTHONY 


A trip through 50 years of great music. 


«he ROCKING 70 ’s 


‘OH HAPPY DAY' 


from the ROARING XO*S 


SWINGING 40 ’s 


AERO 

SPACE 





Johannes Brahms 
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Complete Symphonies 

Volume I 



Slovak Philharmonic Orchestra 
Dudovit Raj ter 
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at least to give a kind of musical synopsis or 
impression of it. Liszt, however, treats his themes in 
a far more complex manner than Berlioz by 
constantly varying them melodically and 
harmonically, depending on the situation he is 
portraying in the music His piano concerti are also 
in one long movement subdivided into three 
sections, each section being based on a motif heard 
at the beginning of the first movement. In his fourth 
symphony (on MHS 802) Schumann also 
experimented with musical form in a manner not 
unrelated to Beethoven, Berlioz, or Liszt. Each of the 
four movements are based on two or three melodic 
fragments which are first heard in the introduction to 
the first movement. The fragments undergo melodic 
and rhythmic changes from one movement to the 
next, but their original form is generally easily 
recognizable. 

In each of his symphonies, Brahms, like his older 
contemporaries Berlioz, Schumann, and Liszt, 
makes use of a melodic fragment which usually 
occurs in each of the four movements. Unlike the 
other composers, however, Brahms' motifs do not 
necessarily recur in each movement of a 
composition, though they are generally present in 
two or more. In the Symphony No. 2 in D, Opus 73, 
the opening three notes (in the basses) serve as a 
motif which is heard in all four movements, thus 
unifying by a common melodic fragment all four 
movements. The fact that the motif is sometimes 
elusive does not mean that it is not present. Rather, 
it points up Brahms' ability to vary his themes in 
many different ways. For example, the first and last 
movements begin with the same three notes (which 
are also common to the other movements), but the 
difference is so great that they have a completely 
different musical character. 

One can almost trace the growth in popularity of 
Brahms' second symphony by reading the various 
letters and reviews in which it is mentioned. 

Brahms' friend, the surgeon Theodore Billroth, 
wrote of the four-hand version of the symphony 
(made by the composer), that "it is like blue 
heavens, the murmur of springs, sunshine, and cool 
green shadows. If the instrumentation does not 
get too pure and modest, the Viennese will have an 
especially great joy out of this piece of yours." 
(November 14, 1877). 

While the first symphony met with instant public 
approval, the second was received in a less cordial 
manner. Although the first symphony was greeted 
with some reserve in Vienna (Hanslick's review 
notwithstanding), the second was regarded as 
"more attractive" and more "understandable." The 
third movement was praised for its "original melody 
and rhythms" and the whole work was described as 
reflecting "the fresh, healthy life only to be found in 
beautiful Vienna." 

In Leipzig, however, where the first had been very 
successful, the second symphony was regarded 
politely but with evident disappointment. One critic 
wrote of the first Leipzig performance (January 10, 
1878) "The Viennese are much more easily satisfied 
than we. We make quite different demands on 
Brahms, and require from him music which is 
something more than 'pretty' and 'very pretty' when 
he comes before us as a symphonist. Not that we do 
not wish to hear him in his complaisant moods, not 


that we disdain to accept from him pictures of real 
life, but we desire always to contemplate his genius, 
whether he displays it in a manner of his own or 
depends on that of Beethoven We should have 
pronounced the work to be one worthy of respect, but 
not counting for much in the domain of the 
symphony. Perhaps we may be mistaken; if so, the 
error should be pardonable, arising as it does from 
the great expectations which our reverence for the 
composer induced from us." 

In the spring of 1878, the new symphony was 
performed at Dusseldorf. At this performance it was 
described as a "feast such as we have seldom heard. 
The audience was jubilant after each movement, and 
would not be satisfied until the third was repeated. " 

Meanwhile, in Paris, Eduard Lalo (composer of 
the popular Symphonie Espagnole ) wrote to his 
friend Sarasate on October 28, 1878: "Today I am 
writing to you in a state of inexpressable 
stupefaction! The reason is Brahms' Second 
Symphony in D. I read it through yesterday morning 
and I heard it the same day at the Concert Populaire. 
And this is the man whom some rank above, and 
others beside, Schumann! Schumann, the great 
poet, powerful, inspired, whose every note is 
individual-and the author of the Second Symphony 
in D—it’s absolutely grotesque. Brahms is a 
second-rate mind. He has dug up every corner in 
modern harmony and counterpoint-that's his only 
importance. He is not a born musician, his invention 
is always insignificant or derivative, and in his latest 
symphony, the pastiche, is especially flagrant, he 
orchestrates like a pianist, and if one of us had 
written such mediocre orchestration , the rest of us 
would say: "My dear fellow, you have possibilities, 
but hurry back to the school-room." 

On September 29, 1878 the second symphony was 
performed at a music festival in Hamburg, along 
with Mendelssohn's Walpurgis Nacht (for chorus 
and orchestra) and works by Spohr, Weber, and 
Schubert. Ludwig Meinardus, of the Hamburg 
Correspondent wrote of the performance: "Brahms 
himself conducted his symphony, which is sealed 
with the stamp of immortality, in his native city 
before an audience of thousands raised to festival 
pitch, in which mingled a large number of musical 
authorities from outside. The enthusiasm was 
increased by this circumstance, and by the simplicity 
and quiet energy with which Brahms handled the 
baton. It prepared for him an ovation as he ascended 
the conductor's podium in the shape of a big laurel 
wreath, a flourish, and a stormy welcome from those 
upon and in front of the platform; it broke out after 
each of the four movements, and increased at the 
close of the third to a da capo demand to which the 
conductor and composer only at length and with the 
reluctance of modesty resolved to yield; it was 
expressed finally, at the close of the work, by 
persistent recalls and by a rain of flowers which 
poured from all sides upon the admired and revered 
composer . " 

Douglas Townsend 
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Dr. h.c. Ludovit Rajter (born in 1906) is one of the 
most prominent, experienced and cultured 
personalities of contemporary Slovak music culture 

He attended the City Music School in Bratislava 
and later the Slovak Music School . In 1924 Rajter left 
for Vienna and became a student at the Viennese 
Music Academy where he studied composition and 
conducting. From Vienna stems his profound and 
intimate knowledge of the Austrian and German 
classics in music, which later became his domain and 
helped him to achieve world fame. 

In 1945 Rajter returned to Slovakia and was 
appointed conductor of the Symphony Orchestra of 
Czechoslovak Radio in Bratislava, which was at that 
time the only professional orchestra in Slovakia 
Rajter's return represented a great contribution to 
the music development in Slovakia, since he was a 
conductor of international renown. After the 
establishment of the Slovak Philharmonic, Ludovit 
Rajter was appointed conductor, succeeding Vaclav 
Talich. 


The Slovak Philharmonic Orchestra was 

established in 1949. Under the guidance of Vaclav 
Talich, the orchestra gained an accomplished 
technical and artistic base and during this time the 
orchestra worked its way up to an ensemble of good 
European standard L Rajter considerably helped in 
building the basic repertory of the Slovak 
Philharmonic, which consists of works by classic and 
romantic composers 
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“IF I CAN HELP SOMEBODY" 
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I am thankful unto God for my executive producers, Mr. Tony Carter and Ms. Barbara 
Darden. I wish to express my sincere appreciation to my co-producer and music consultant, 
Mr. CaMn Carr, who has displayed his outstanding musical versatility in playing the organ, 
piano, string ensemble as well as background vocals. Many thanks goes to Dariyl Dean; 
Frank Randall, Jr., Greg Frison and Robin Jeffrey. I can never forget the persons behind the 
scene, Frank and Mary Ann Virtue, our beautiful engineers. 



ALYCE BROWN 

1922-1977 


God Bless them all Gwen Carter 
SIDE 1 

1. IF I CAN HELP SOMEBODY 

Writer. Clyde G. Carter 

2. OH HOW I LOVE JESUS 

Writer: Clyde G, Carter Sr Gwen Carter 

3. WADE IN THE WATER 

Writer; Clyde G. Carter 

4. A CHANGE IS GONNA COME 

Writer: Sam Cooke 

5. GOD IS SO GOOD TO ME 

Writer Clyde G. Carter 

SIDE 2 

1. GOD IS SO GOOD TO ME (Instrumental) 

Writer: Clyde G Carter 

2. LEARNING TO LEAN 

Writer: John Stallings 

3. YOU CAN'T MAKE ME DOUBT HIM 

Writer: Clyde G. Carter 

4. HE 

Writer: Richard Mullan 


This album is dedicated to the memory of Mrs. Alyce 
Brown, a loving mother and teacher who devoted 
her life to the education of handicapped children. 
She was the assistant director of Carousel House. 
During her lifetime she received many honors 
including the “Mayor’s Award" for her services.” Mrs. 
Alyce Brown dedicated her life to helping others. 
Her services will always be remembered by The 
Jardel Recreation Center, The Logan School and 
The Carousel House, and most of all her loving 
daughter Barbara. I too feel if I can help somebody 
as I pass along, I know my IMng shall not be in vain. 

Prayerfully Submitted 
Ms. Barbara Darden 


5. LEARNING TO LEAN (Encore) 

Writer: John Stallings 


Gwen Carter has done It again She has given the local gospel scene a new and refreshing spiritual uplift with her latest album, "it I 
Can Help Somebody." In this new and very exciting album, Gwen has followed through In her ministry of song from her past album 
of "One fvlote Day's Work" to giving someone a helping hand along the weary and arduous trails of life You will feel the spirit of the 
Lord when you hear Gwen sing an old favorite hymn, "Oh How I Love Jesus” occompanled by the able talents of Mr CaMn Carr 
You'll gain spiritual encouragement when you hear Gwen sing, "Learning to Lean” and "A Change Is Going To Come " You will also 
enjoy another favorite. "He" which Gwen sings enthusiastically 

We would like tft take this opportunity to thank Gwen and her producers for bringing a marvelous and beautifully tasteful gospel 
album to the Philadelphia gospel community Maybe after hearing her sing, we ll also be encouraged to "help somebody" 

Louise Williams WDAS - AM-FM Phila Pa 


MUSIC PERSONNEL: 

Tony Carter, Calvin Carr: (Keyboards) 
Robin Jeffrey; (Bass) 

Darryl Dean; (Lead Guitar) 

Frank Randall, Jr.; (Drums) 

Gregory Frison; (Congos, Bongos) 


Background Vocals Calvin Carr, Gwen Carter 

Recorded at Virtue Sound Studio, Phila. Penna 

Recording Engineers Frank Virtue, Mary Ann Virtue 
Executive Producers, Barbara Darden, Tony Carter 

Co-Producer. Calvin Carr 

Cover Photography by Nick of Westside Studio Phila., Pa. 


® 1 978 TC S RECORDS Carter Music Publishing BMI/For more Information concerning this LP, write or call: Tony Carter Enter- 
prises 5218 Walnut Street Philadelphia, Penna. 19139 (215) 476-0895/Also available on Stereo Tapes. 

TC 

MUSIC IS OUR § MESSAGE 



Side 1 
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WHEN I LOOK INTO YOUR EYES 3:25 

(R. Steele, S. Chochinov) 

EVERY BROKEN HEART 4:09 

(R. Steele) 

Produced by THE UPSETTERS 

DAY ONE RECORDS, 

370 Walmer Road, Toronto, 

Ontario, Canada M5R 2Y4 
WRC1-2789 



Side 2 
33 1/3 RPM 



Stereo 



“IT AIN'T WHAT YOU THINK ” 


SIDE ONE 
STEREO 

Talk of The Town | 
Publisher: BMI 

1 . The Life I 
P.D. 



Sing About - 6:45 


2. It Was Too Late - 3:00 


GTLP00232 

Produced by: 

Rey, Haran Griffin 


O, 




% 


H. Hunt, Jr. 

3. There’s Not A Friend (No Not One) - 4:34 
P.D. 

4. Sodn One Morning - 3:20 

P.D. , " 


•V 


To order records: (SOI ) 981-4328 ^ 
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3l °9 Medgar Ever* ^ 







“IT AIN'T WHAT YOU THINK’’ 


SIDE TWO 
STEREO 

Talk of Ttie'TO'wn •• 
Publisher: BMI 



\ GTLP00232 

'I Produced by: 

! Rev. Ha ran Griffin 


1. It Ain't What You Think - 6:16 
H. Hunt, Jr, 

2. The Lord Is Blessing Me Right Now - 4:03 
P.D. 

3. Yes Lord - 1 :43 


P.D. 

4. Do Lord Remember Me ■ 4:35 
P.D. 

^ 5. Ain’t That Good News - 3:27 
P.D. 

To order records: , 

^l., f (601) 981-4323 d . - 

3/ °9 Medgar Evers Bl 
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THE STUDENT SOUND VOL. 6 


The Golden Hits In 69’ (Soul & A Go Go) 

THE VENTURES 


1. Hawaii Fiveo lj£H05 

2. Dizz 

3. Mighty Quinn 

4 Runaway 5&§f 
5. Red River Rock 
6. Secret Adent Man 




THE STUDENT SOUND VOL. 6 


The Golden Hits In 69’ (Soul & A Go Go) 

THE VENTURES 


1. Squad Car 

2. Kimito I’tsumademo 

3. Koyubi-No-Omoide 

4. Waik Don’t Run glJSS 

5. Pipeline ffjgf 

6. Wooly Bulry 
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BELL SONG 


THE RETURN OF ROGER MILLER 

mm 


SWL-1037-A 


1. (And You Had A) Do-Wacka-Do 

2. Atta Boy Girl 

3. Reincarnation 

4. That’s The Way It’s Always Been 

5. As Long As There’s A Shadow 

ufL 

6. Hard Headed Me 

7. Ain’t That Fine f 


**>11 i Ml! !**''' 


tttlllliliffff, 



jT BELLSONG 

E RETURN OF ROGER MILLER y 

8 fH • S S6 p e i 


SWL-1037-B 


1. King Of The Road /;j 

2. You Can’t Roller Skate In A 

Buffalo Head *SSSzK^a±S* ' 

3. Our Heart Will Play The Music O 

% #y 

4. Love Is Not For Me $ / 

5. In The Summertime (You Don’t % /J 

V ^ Want My Love) ^ /> 

► \ 6. There I Go Dreamin’ v# - / ^7 

<VV memmt . 

V\ ^ ^ AV 




LEONARDO PANIAGUA Vol. 6 
con el Acompanamiento del 
Conjunto Hnos. Paredes 



(p) 1979 

Kubaney Publishing 


44 0 0 

STEREO 


\ 


Rhadam^s Aracena 


1- PEDACITO DE MI'VIDA 

2- ACARICIAME 

3- QUERIDA MIA 

4- C0M0 AYER AMANTES 

5- YO NO MEMUERO 


P ° a C/SHING CO^ p ' 


LEONARDO PANIAGUA Vol. 6 
con el Acompanamiento del 
Conjunto Hnos. Paredes 


® 1979 

Kubaney Publishing 


4400 

STEREO 


33 1/3 R.P.M. 

Produccion : 
Rhadames Aracena 


1- SIGUE CON TUJJINERO 

2- PAGINAS DEL ALMA 

3- SOMOS DE LOS DOS 

4- ALGO DEMI 

5- OLVIDA TU RENCOR 
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SAV 14787 

,SAV 147S7-A) 


■i 



SIDE 1 


<5\ 
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“CAUGHT UP IN THE RAPTURE’ 

1. CAUGHT UP IN THE RAPTURE 5:40 

(M. Biggham) Arisav Music, SESAC 

2. YOU CAN MAKE IT IF YOU TRY 5:22 

(J. Perry, M. Biggham) Arisav Music, SESAC 

3. I COULDN’T KEEP IT TO MYSELF 4:10 

(J. Keys) Savgos Music, BMI, Jatwan Publishing, 

4. I'LL BE ALRIGHT 3:30 

(J. Perry) Arisav Music. SESAC 

5. LET’S GO BACK (TO THE OLD LANDMARK) 

(S. Roberts) Bluefield Music, ASCAP 


BMI 


4:22 




r <y 




@©1987, SAVOY RECORDS 

^ y °^K NY 10012 / D’isV' 0 ^ 






RECORDS 



SAV 14787 

(S'.AV 1 4787-B) 


Side 2 


JL 


“CAUGHT UP IN THE RAPTURE” 


<5L 






1. PUT YOUR TIME IN 5:26 

(J. Perry) Arisav Music, SESAC 

2. HE’LL MAKE IT ALRIGHT 3:52 

(J. LaValley) Savgos Music, BMI, Candied-Jam Music, BMI 

3. TALK TO GOD 4:07 

(D. Bines) Arisav Music, SESAC 

4. HERE AM I 4:30 
(E. Jackson) Arisav Music, SESAC ^ 

5. GUIDE ME OH THY GREAT JEHOVAH 4:02 
- (Traditional Arr. by A. Mitchell) Savgos Music, BMI ^ 

@© 1987, SAVOY RECORDS ,^ v 

^ y °^K ny 10012 / oe«''°°'' ed 
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USA. 



1- Leave The Indians Alone 

2- Advise To Woman 

3- Calypso Slavery 

4- Run Oscar Run (Koto) 

(P) 1988 

f " POB soMOt« oljSA 



»Dn»r« 






ton**' - 



\^m 


Victor 



3 in My Way 3:47 

4 Looking for the Magic 3:00 

5 All the Dreams 4:39 

6 In My Mind 3:26 


(Susan Barlow) 

dynaftax 

TM(s) (S) RCA CORP.-MADE IN U.S A 
© 1975 RCA RECORDS 
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3 Cafe la vie 3:10 

4 Ladies Man 3:14 

5 Dreaming You Home 3: 12 

6 For the Length of a Song 1 :49 



(Susan Barlow) 
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CHARANGA COLONIAL v 


SIDE-A / 

Stereo \ 


NLP- 103 

33 1/3 RPM 




1.-LA3ITIERA 8:05 
(Rafael Lopez) 
2.-KIKIRIKI 8:07 
(Rudy Calzado) 
3.-CARAMELO A KILO 6:54 




* A/ 


(R.P. Martinez) 


" °isui bated by 




.A- 6 ’ 


,ec 



A/ety York. 


©>97,8 NEON P 



CHARANGA COLONIAL 


l.-ELPiOMENTIROSO 6:55 
(W. Leyva) 

2.-NO CAMINO MAS 7:56 
(Ninon Mondejar) 

3.-VENYVEN 7:52. 

(F. Alfonso) 
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RECORDS 

SONNY HOPSON 

LIFE & MAD 

featuring 

CHARLES EARLAND ON ORGAN 
M. G.: Gus “Silk” Lacy 


SIDE 1 





33% RPM 


FROM THE SHIT HOUSE 
TO THE WHITE HOUSE 

by Gus ‘Mr. Silk” Lacy 

1. GETTING TO KNOW YOU 

2. BRIGHT LIGHTS 

3. * SOMETHING 

4. STRANGERS IN THE MIGHT 





RECORDS 

SONNY HOPSON 

LIFE & MAD 

1 m ring 

CHARLES EARLAND ON ORGAN 
by Gus “Mr* Silk’* Lacy 


SIDE 2 


3 3 Vi RPM 


FROM THE SHIT HOUSE 
TO THE WHITE HOUSE 

M. C.: Gus “Silk” Lacy 

1. UNHH-UNHH 

2. THREE O’CLOCK IN THE MORNING BLUES 

3. IT WAS A VERY GOOD YEAR 

4. GIRL TALK 

5. STORMY MONDAY 





■■MM 

Esta noche la paso contigo 


0CS-7M6S 


Manufactured 
Under license by 
Alhambra Records 
Inc. in the U.S.A. 
A recording of 
EMI-ODEON 
Chile 


Cara A. 

1/3 R. P 

©1980 


TIGO 


o viyi 


RTO VACiO 
lico Navarro) 


Ml i..JM 




An 


noche lapaso contigcti^ 


©1980 


S»8« 
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ERANA RECORDS 

'The Ultimata Sound In Gospel Recordings' 1 ^ 
GOIN' BACK TO GOD 
THE JAMES VINER SINGERS 


Executive Producer: 

Jimmy Walker 
"Selections published by 
Harold Anderson & Mighty 
Three Music BMI 

STEREO SIDE A 
2321 


ERANA RECORDS 




WHAT ARE YOU LIVING FOR? 2 32 * 
Soloist: James Viner Publ/H. Anderson 
I DON'T KNOW WHAT I WOULD DO 
(WITHOUT THE LORD) 5:09* © 
Soloist: James Viner Publ/H. Anderson 
HOLD ON 4:29 
Soloist: Carolyn Ransom 
GOING BACK TO GOD 4:15 * © 
Soloist: Cybil Pope Publ/Mighty Three 
Music 

AMAZING GRACE 3:55 
Soloist: Carolyn Ransom 


© 




o A 


street pp"^ 


PS> 







ERANA RECORDS 

"The Ultimate Sound In Gospel Recordings" 

GOIN' BACK TO GOD 
THE JAMES VINE R SINGERS 


Executive Producer: 

Jimmy Walker 
*Selections published by 
Harold Anderson & Mighty 
Three Music BMI 

STEREO SIDE B 
2321 


5 . 


JACOBS LADDER 5:12 
Soloist: Ronnie Dixon 

WE'RE MOVING 2:57 * © 

Soloist: James Viner Publ.Mighty Three Music 
CHILD OF THE KING 3:48 
Soloist: Carolyn Ransom 
JOY 3:05 
Soloist: James Viner 
BATTLE HYMN 3:34 
Soloists: Carolyn Ransom & Doris 
Barnes 


^ street ph' 





SAVOY 

RECORDS, INC. 

THE PHILADELPHIA MASS CHOIR 


EVERYTHING 


WPRKED OUT ALRII 


1. EVERYTHING HAS WORKED 0 

(R. Preston) (Savgos Music, Inc. - BMI) 

2. HE PAID IT ALL (5:ll) 

(L. Burkes) (Lagre’ Publ. -BMI) 

3. HE DOUBHT ME OUT (3:07) 

(J. Jacobs) (Savgos Music, Inc. - BMI) 

4. PRESENT YOUR ROOT |5:10) 

(R. Wallace) (Bulwark Publ. - BMI) 

5. HE'S RI6HT ON TIME (3:09) 

(R. Preston) (Savgos Music, Inc. - BMI) 
® 1985 Savoy Records, Inc. 

Manufactured & Distributed by. 
SAVOY RECORDS. INC. 

342 Westminster Ave., Elizabeth, NJ 07208 




SAVOY 

RECORDS, INC. 

THE PHILADELPHIA MASS CHOIR 

“EVERYTHING HAS 
WORKED OUT ALRIGHT” 


SL 


S 


1. IT’S ALL AN 

(J. Jacobs) (Savgos Music, Inc 

2. TURN TO GOD (4:36} 

(G. Hardeman) (Gabeson Music Publ. 
Co./Savgos Music, Inc. - BMI) 

3. TAKE ME HIGHER IN THE LORD 

(A. Ingram) (Savgos Music, Inc. - BMI) 

4. FOR SOON WILL THOU COME AGAIN 

(S. Berkley) (Savgos Music, Inc. - BMI) 

5. CHRIST IS PROCLAIMED (2:22) 

(C. Antrum) (Marbert Publ. - BMI) 

® 1985 Savoy Records, Inc. 
Manufactured & Distributed by: 

SAVOY RECORDS, INC. 

342 Westminster Ave., Elizabeth, NJ 07208 


(3:45) 


(3:37) 
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“FRANCK POURCEL 
MEETS THE BEATLES 


aA. . - . . .. - - 

” m y t 


< 26 co// 


\\ 

STEREO 

ELD-1940 A 

PERU-11736 


e/> 

CS5 

% 1813 S3 

i 


5486 1.- LET IT BE (Lennon, McCartney) 

4317 1282 SI 2.- HELP (Lennon, McCartney) 
5512 1841 S3 3.- I ME MINE (Harrison) 

4764 1507 SI 4.- PENNY LANE (Lennon, McCartney) 
5518 1841 S3 5.- MICHELLE (Lennon, McCartney) 
4601 1444 SI 6.- HERE THERE AND EVERYWHERE 
(Lennon, McCartney) 


l * S GRABADA-S E» ^ 



^ervados tooos v®^ 


mini 

66co// 
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A M A > . 
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STEREO 

ELD-1940 

PERU-1175 


“FRANCK POURCEL 
MEElf THE BEATLES 


5511 1841 S3 1.- ELEANOR RIGBY (Lennon, McCartney) 
5165 1648 S3 2.- HEY JUDE (Lennon, McCartney) 

5319 1841 S3 3.- OB-LA-DI, OB-LA-DA (Lennon, McCartney) 
5520 1841 S3 4.- DON’T LET ME DOWN (Lennon, McCartney) 
4442 1262 S3 5.- GIRL (Lennon, McCartney) 4 

^ 5517 1841 S3 6.- YESTERDAY (Lennon, McCartney) 


GRABADAS EH 


UT, tll ACION PUBLIC* 


GOSPEL WORLD 


THE EVELYN GRAVES DRAMA ASSOCIATION 

MASS CHOIR 



GOSPEL WORLD 


THE EVELYN GRAVES DRAMA ASSOCIATION 

MASS CHOIR 


“WILL YOU RE READY 


S9 


Side B 
Stereo 
EDG-2002R 




WILL YOU BE READY 
MAGNIFY THE LORD 
LOVE LIFTED ME 
MY HOPE IS BUILT 


p e $. H. a 


Unauthorized Duplication is a violation 
of applicable laws. 

® & © Gospel World Records 


JERSEY SHORE RECORDS 



LIKE A ZOMBIE 


JS-00001 

JS-00001 



SIDE 1 
STEREO 


JERSEY SHORE RECORDS 




' LIKE^A ZOMBIE 


JS-00001 

JS-00002 



SIDE 2 
STEREO 


GET THE LIGHT OF JESUS (In Your Heart) 
JAMES WASHINGTON 


33 1/3 RPM 
STEREO 

HAVE FAITH/ 3:05 % 

Londa Hentges 

L. & L. Lundstrom Mtlsic/SESAC 
YOU ALONE/ 3:45 
Londa Hentges and Lowell Lundstrom 
Lundstrom Music/SESAC 

GET THE LIGHT OF JESUS IN YOUR HEART/ 2:40 
Londa Hentges and Lowell Lundstrom 
Lundstrom Music/SESAC 
UNTO THEE/ 5:30 
James Washington 

x Trinity Music/SESAC s* 

Q THE BLOOD WILL NEVER LOSE ITS POWER/ 4:50 

* / . A r MAiiok i\ " 



SIDE ONE 
TRI - 0188 





“GOOD TIME TONIGHT” 

PRODUCED BY GIR10283 

S. GARRISH © 1983 

W. PARKER MAINGROVE MUSIC 



3^ /JSN* 9 


“GOOD TIME TONIGHT” 


PRODUCED BY 
S. GARRISH 
W. PARKER 
J.R. WILLIAMS 



GIR10283 
© 1983 


MAINGROVE MUSIC 


SIDE 2 


WESLEY PARKER 




6. Love Must Know Hard Times* 

7. Love Song 

8. All The Things America Should Be 

9. (Susquehanna River) Valley Song 
10. I Only Wanna Be Your Friend 

O All Songs Written by 

Wesley Parker 
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with Frankie Crocker 

AIR DATE: SEPTEMBER 23, 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

©® AMERICAN BROADCASTING COMPANIES. INC. 1984 
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>. ABC 
4 1 1 VI K’AUKJ 
Nl 1 \X/COf?K 


with Frankie Crocker 

AIR DATE: SEPTEMBER 23, 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE-CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

©® AMERICAN BROADCASTING COMPANIES, INC. 1984 
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ABC 

I FM RACK ) 
NET\X/ORK 


D 


SIDE 


with Frankie Crocker 

AIR DATE: SEPTEMBER 23, 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE-CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

©® AMERICAN BROADCASTING COMPANIES, INC. 1984 



with Frankie Crocker 

AIR DATE: SEPTEMBER 23, 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

©® AMERICAN BROADCASTING COMPANIES. INC. 1984 
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Waitin’ Our Turn 

DAISY JUG BAND 


33 1/3 RPM 
STEREO 

® & © 1980 

F.UBAR. 

Productions 




DM 81972 
SIDE ONE 

Recorded Live at 

The Cub Capri 
Levittown, Pa. 


1. MTA 

2. Feather Bed 

3. Parakeets 

4. Truckin’ 

5. Rocky Mountain 

6. Mountain Dew 




High 


Waitin' Our Turn 

DAISY JUG BAND 


33 1/3 RPM 
STFRDJ 
® & ® 1980 
F.C1.BAR. 
Productions 


DM 81972 
SIDE TWO 

Recorded Live at 
The Club Capri 
Levittown, PA. 


V 

■ > ' 


1. Dead Skunk — — 


2:4b 

2. Jug Band Music 


258 

3. Country Boy 


2:42 

4. Coney Island 


3:21 

5. Blues 


1:44 





Get Up (dean live) 2:27 

(1C Wood, C. Garris, D. Ellis) 

Funk Publishing Company, BMI 

Get Up (dean studio) 3:40 

(K. Wood, C. Garris, D. Ellis) 

Funk Publishing Company, BMI 
(T. Mosely, S. Carter) 

Carter Boys Publishing, Virginia Beach Music, 
EMI Music Publishing , W.B. Music Corp., ASCAP 



www.RareEssence.com 

©02004 Rare One Records 
Distributed by liaison Records 





^ RRRE ESSENCE ^ 

¥ LIVE IN 200-1 

SIDEB 

Hands High 3:20 


(Clifford Ray Smith) 

Tafari Music, Inc. PRS 

Damn 8:30 

(J. Smith, J. Grisby, S.P. Joseph, 

www.RareEssence.com 

©02004 Rare One Records 
Distributed by liaison Recoi 


R. McDonald, C. Leonard)\ 

White Rhino Music, ASCAP and BMI mi'HllTil 

ADVISORY 






MUSIC AND RHYTHM 


SIDE A 
1/3 RPM 


1. PETE TOWNSHEND 
Ascension Two 
3:27 

2. PETER GABRIEL: 
Across The River 

7:09 A 
XT C: It's Nearly ^ 
Africa Jj I 

3:56 jM 


1. © Eel Pie Publishing Ltd. 
2. © Peter Gabriel Ltd. 

3. © Virgin Music Publishers Ltd, 

(P)1982 Virgin Records Ltd. 


(ml 982 WE A International, Inc. 

Licensed from WEA International, Inc 
A Warner Communications Company 


MatV.e' 


S?3 3s Printed in U.S.A- 



Mar*.®’ 


MUSIC AND RHYTHM 


PVC EP 2 


1. DAVID BYRNE: 
His Wife Refused 
4:30 

THE BEAT: Mirror 
In The Bathroom 
3:00 

RICO: What You 
Talkin' Bout 
4:32 


4. SHANKAR AND 
BILL LOVELADY: 
Himalayas 
3:46 


SIDE B 
1/3 RPM 




s 


1. © Warner Bros. Music Ltd., 
P)1981 Sire Records Co. 

2. ©and P) 1980 Arista Records, Ltd. 
3. © Rock Music Co. Ltd., 

(p) 1982 Chrysalis Records Ltd. 

4. © Ganesh Music 

P 1982 WEA International, Inc. 

Licensed from WEA International, Inc., 

A Warner Communications Company 


’■335 Printed in U.S.A. 



Side One 

(VPAG-L P-4625- A ) 


GREG RIKE 
PRODUCTIONS 
Altamonte 
Springs, FL. 


1. JESUS IS THE GREATEST LOVE ( 3:25 1 

(D. Alaffita) 

BLESSED BE THE NAME OF THE TRINITY (2:45) 

(D. Alaffita) 

3. PRAISE YE THE KING ( 2:45 1 

(D. Alaffita) 

4. / WANT TO LIVE IN PARADISE (2:30) 

(D. Alaffita) 

5. JESUS IS THE GREATEST LOVE 

Instrumental (3:25) 

(D. Alaffita) 


JESUS IS THE GREATEST LOVE 

DEBRA THOMAS ALAFFITA 




Side Two 

JVPA G-L P-4625-B) 


GREG RIKE 
PRODUCTIONS 

Altamonte 



RECORDS AND PUBLISHING, INC. 

275 Reid Ave., Brooklyn, N.Y. 11233 


Featuring 
Rev. Helen Harris 
As Vocalist 



SIDE 1 
ASCAP 
4887050 



SIDE ONE 

(SL-3026) 


via 


records 


ESSIE 
THE ROAD IS ROUGH 

Essie Moss With The 
Bill Mpss Concert Choir 


LPS-0179 

©® 1982 

Jewel Record Corp 


1. I’LL, LET NOTHING SEPARATE 
ME FROM HIS LOVE. (6:30) 

(Essie & Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 

2. SHOUT HALLELUJAH ANYHOW (4:49) 
(Essie Moss) Bilmo/Su-Ma, BMI 
ESSIE MOSS 

3. I’LL SERVE THE LORD 
(For The Rest Of My Life)(3:28) 

(Bill Moss) Bilmo/Su-Ma, BMI 
ESSIE MOSS 

4. WE’VE MADE IT THIS FAR 
(By The Grace Of God) (4:49) 

(Essie & Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 

5. WHY? I DONT KNOW WHY (4:15) 

(Essie & Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 


SIDE TWO 

(SL-3027) 


eG'e/.Vr records 

ESSIE 

THE ROAD IS ROUGH 

Essie Moss-With The 
Bill Moss Concert Choir 


LPS-0179 

©® 1982 
Jewel Record Corp 



Encounter 
Audiophile 
'3 Records 


garner * 

^ SIDE A 1 

FUSION— JAZZ 

Up (7:00) 

West Indian Island (7:43) 
Timebinder (6:37) 

Two Rivers (6:06) 


Ail selections by Mark Kramer 
© 1987 Lantern Circle Music, 


BMI 


EAR-1 005A 


® 1987 E.A.R.S, Inc. 


WARNING: All rights reserved. 
Unauthorized duplication is a violation of 
applicable laws. Manufactured by 
E.A.R.S., Inc., PO Box 6403, Philadelphia, 
PA 19145. 



f Encounter 
Audiophile 
Records 


garner 


INTEGRAL— JAZZ 

The Attention (5:17) 

The Question (2:22) 

Out of This Came That (11:53) 

All selections by Mark Kramer 
© 1987 Lantern Circle Music, BMI 


WARNING: All rights reserved. 
Unauthorized duplication is a violation of 
applicable laws. Manufactured by 
E.A.R.S., Inc., PO Box 6403, Philadelphia. 



SIDE B 




® 1987 E.A.R.S, Inc. 


PSY»CODE»LIC 

Records 


THE CO DE 

PSY 8801-A / 

STEREO 
33 1/3 RPM f 

® & © 1988 

PSYCODEUC RECORDS, Inc. 


HOT SIDE 


SOUL SEARCHIN' (ON THE PHONE) 
(B. KOOB) 3:03 

CROSSROAD 

(R. koob & d. young) 2:46 



TRAM RECORDS 

/ . ; 


SIDE ONE \ 

\ 

\ 


\. AFTER THE LOVIN' • BMI 

2. NEVER, NEVER - ASCAP 

3..HEAVEN MUST BE MISSING AN ANGEL - BMI 

4. DON'T RAIN ON MY PARADE - ASCAP 

5. SAy YOU'LL STAY UNTI L TOMORROW - BMI 

6. WHAT I DID FOR LOVE- ASCAP 


/ 



f 

f 

I 

l 

/ 


TRAM RECORDS 

SIDE TWO ' \ 



1 . IT HAD TO BE YOU - ASCAP 

2. HUNDRED POUNDS OF CLAY- BMI 

3. YOU'LL NEVER KNOW - ASCAP 

4. DIO COME D'AMO - ASCAP 

5. THIS IS MY LIFE- ASCAP 




KIM MITCHELL 
SHAKIN' LIKE A HUMAN BEING 






® 1986 

Atlantic Records 


1 . 


IN YOUR ARMS (4:08) 

Mitchell - Dubois - Booth 
CITY GIRL (4:04) 

Mitchell - Dubois 
EASY TO TAME (4:12) 

Mitchell - Dubois 
CAMEO SPIRIT (3:32) 

Mitchell - Dubois 
HITTING THE GROUND 
Mitchell - Dubois 

All songs published by Trelotunes, a division 
of Alert Music Inc. (CAPAC/ASCAP). 
ST-A-866028-SP 


2 . 


4. 


5. 


f £LLER PLAZA. NX NY 
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STARES AND WHISPERS 

Produced by Frank Wilson For Spec-o-Lite Productions 
Executive Producer Larkin Arnold 


33| 

STEREO 

©1977 

Capitol Records Inc. 




SIDE 1 
E-ST 11700 

(E-ST1 11700) 


1. MASTER OF LOVE (A. Posey — J. Powell) Screen Gems-EMI Mus. Ltd. 

2. LOVE MAGNET (Wieder — Footman — Wilson) Screen Gems — EMI Mus. Ltd. 

3. STARES AND WHISPERS (Footman— McFaddin— Wilson) 

Jobete Mus. (UK) Ltd. 

FREDA PAYNE 
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STARES AND WHISPERS 

Produced by Frank Wilson For Spec-o-Lite Productions 
Executive Producer Laijpn Arnold 
‘Produced by Tony Camillo For Can^llo-Marcacci Prodictions 


33j 

STEREO 

® 1977 

Capitol Records Inc. 


SIDE 2 
E-ST 11700 

(E-ST2 11700) 


1. FEED ME YOUR LOVE (A. Posey— I. Powell) Screen Gems-EMI Mus. 
Ltd. 2. I GET HIGH (On Your Memory)* (P. Sawyer— M. McCleod) 
Jobete Mus. (UK) Ltd. 3. LOVING YOU MEANS SO MUCH TO ME 
(G. Abbott — R. Cason) Char-Joel Mus. Co./Tonob Mus. 4. BRING BACK 
THE JOY* (G. Abbott— F. Payne) Char-Joel Mus. Co. 

FREDA PAYNE 


/T\ 
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“JESUS AND I” 
VERGIA DISHMON 


SIDE 1 
STEREO 
33 1/3 RPM 
JAM 2000 A 
©1984 



Producer: 

Larry Addison 
Co-Produced: 
Fred Howard & 
Ray Smith 


GIVE YOUR ALL 3:41 

Larry Addison - Benee Music (BMI) 
NEVER ALONE 4:55 

Larry Addison - Benee Music (BMI) 
EACH STEP 2:28 

Larry Addison - Benee Music (BMI) 
I REMEMBER YESTERDAY 4:10 
Howard Lemon 



(All Rights Reserved) 

Jamila Records ©1984 J*' 

e ^esl„ c PO.BO * 9 



T.M. 


____________________ „___j ' 

E C O R D S 

“JESUS ANDI’ 

VERGIA DISHMOl 


®© 


SIDE 2 
STEREO 
33 1/3 RPM 
JAM 2000 B 
©1984 




Producer: 

Larry Addison 
Co-Produced: 
Fred Howard & 
Ray Smith 


PRAISE THE LORD 

Larry Addison - Benee Music (BMI) 
JESUS AND I 4:47 

Larry Addison - Benee Music (BMI) 
HOLD ON 4:26 

Larry Addison - Benee Music (BMI) 
HE TOUCHED ME 4:27 

William J. Gaither (ASCAP) 


(All Rights Reserved) 
Jamila Records © 4984 

**4 ^ 
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TURNED ON CHRISTMAS 

THE CANDY STORE 




7-12054 


REG U S. PAT OFF MARCA REGIS/TRADA • MFR'D BY DECCA RECORDS • A DIVISION OF MCA INC . NEW YORK. USA 

1. JINGLE BELLS (P.D.) 

2. WHITE CHRISTMAS (AS) 

3. SANTA CLAUS IS COMIN' TO TOWN (AS) 

4. WINTER WONDERLAND (AS) 

5. THE LITTLE DRUMMER BOY (AS) 

PRODUCED BY JOHN WALSH 



^ 1 2 3 4 5 6 * EOPH °'W c 

TURNED ON CHRISTMAS 

THE CANDY STORE 



7 SIDE 2 

7 - 12055 * 


REG U S PAT OFF MARCA REGISTRADA • MFR'D BY OECCTRECORDS • A DIVISION OF MCA INC . NEW YORK, USA 


1. RUDOLPH THE RED-NOSED REINDEER (AS) 

2. I SAW MOMMY KISSING SANTA CLAUS (AS) 

3. SILVER BELLS (AS) 

4. FROSTY THE SNOW MAN (BMI) 

5. AULD LANG SYNE (P.D.) 


PRODUCED BY JOHN WALSH 




New Grass 
Instrumentals 


OHS 90017 
Side One 
@1972 


- WENDY MILLER - MIKE LILLY ■ 


1. Windy Chimes — 2:10 

(W. Miller) 

2. Ghost Riders in the Sky — 2:24 

3. McKinley March — 2:00 

4. Twin Mandolin Waltz — 2:30 

(Miller - Faulkner ) 

5. Salt Creek — 2:31 

6. Prayer Bells of Heaven — 1:26 






OHS 900 1 7 
Side Two 
@1972 


New Grass 
Instrumentals 


WENDY MILLER - MIKE LILLY 


Pic-A-Lilly - 2:06 
(M. Lilly) 

Kicking Mule — 2:04 
Low & Lonely — 2:44 
Golden Slippers — 1 :55 
Sugarfoot Rag — 2:12 
The End - 1 :35 
(M. Lilly) 


1 . 


3. 


4. 
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1. “Ill” 

2. “I Wasn’t Afraid” 

3. “Can’t Fight the Feeling’ 

4. “Friends” 

5. “Pijfetty Creatures” 

6. “Demons” 


G] 

( 9 



©2013 







SIDE A 

Exec. Producer 
Dr. Robert J. Walker 
Produced by 
LuValle Benson 


A production of 
Dr. Robert J. Walker 

Enterprises, ASCAP 
Stereo 


1. I Just Want to Praise You Lord 

2. Love Song to Jesus (Duet 3:45) 

3. You Ought to Praise Him (3:23) 

4. God Still Works Miracles (2:30) 

5. He Knows What It Means (4:50) 



© 1990 Dr. Robert J. Walker 



& WQtWM 


r 

f SIDE B 

Exec. Producer 
Dr. Robert J. Walker 
Produced by 
LuValle Benson 


RECORDS 

406 W Pascagoula St Jackson, MS 39203 


Dr. Robert J. Walker 

MIRROR ON THE WALL 




JT 002 


A production of 
Dr. Robert J. Walker 
Enterprises, ASCAP 
Stereo 





6. Mirror on the Wall (3:40) 

7. Come Down and We'll Believe (4:20) 

8. People, What's Going On? (3:05) 

9. M-E-S-S-I-A-H (4:50) 

10. Mirror on the Wall (refrain 2:00) 


© 1990 Dr. Robert J. Walker 





Tim Tim 2 

Savannah Ghost 

Dialect of Paul Keens-Douglas 


Ah Fire De Wuk 8 07 (live) 
Savannah Ghost 12 00 
Vibert Reach Home 4 : 10 (live) 


All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting, 
and copying of this record prohibited. 
Copyright 1977 
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Excerpt: Ent Dat Nice? 2 49 (live) 

De Band Passing 2 2 1 
Party Nicei3:5i (live) 

Ah Love Yu Island 4 42 

All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting 
and copying of this record prohibited. 
Copyright 1977 
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RECOI 


Tim Tim 2 

Savannah Ghost 

The Dialect of Paul Keens-Douglas 
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CKB STEREO 


THE 

CURTIS KNIGHT 

BAND 

LOVE ALBUM 

PRODUCED BY 1HE CKB & PAUL MARTIN 

inif 

CKB-85-LA 




SIDE ONE 
YOU TAKE ME HIGH 
LIFE NEEDS LOVE 




ie 


c * 


A 


RECORDS, ^ \>' 
<<*IC ATIOUS, s^ x ^ 




£a. GHr MUSIC INTER***I!2i*i( 
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THE 

CURTIS KNIGHT 

Pi BAND 

LOVE ALBUM 


PRODUCED BY THE CKB & PAUL MARTIN 


CKB STEREO DISC 


-LA-MCM-80 


SIDE TWO 
QUESTION OF LOVE 
YOU ARE THE ONE 


% Hr 


'Vq. 

' 9 ***^. K * Records. 
' s <2^"cat/ons, 
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bight* 
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presenting 


o 


MAKING 

MUSIC 

OWN 




o 
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YOUR 


SIDE 1 


XTV 8B8IO 


33 Vb RP 


Ha, Ha, This-a-way, Bk. 1 • Ranzo Ray, Bk. 2 • A Gust of Fall Wind, 
Bk. 2 • Ton moulin, Bk. 3 • Gogo, Bk. 2 • Shostakovich: Polka, Bk. 2 
Song of Friendship, Bk. 6 • Manana, Bk. 4 • This Train, Bk. 6 • 
Bartok: Piece for Children, Bk. 1 • Handel: Sonata in F, 

Bk. 3 • Mozart: Divertimento in F, Bk. 1 • German: 

Morris Dance, Bk. 3 • LISTENING TO THE COMPOSER. 
-wy A ^Aaron Copland, Bk. 4 • Igor Stravinsky, Bk. 6 
V * Otto Luening, Bk. 6 • 
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presenting 

MAKING 
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MUSIC \A® 


YOUR owrv 


SIDE 2 


XTV BSB11 


aa 1 /^ RPM 


Mister Frog Went A-Courtin’, Bk. 1, 2 • The Wind Blew East, Bk. 1 
The Old Woman and the Peddler, Bk. 2 • In Madrid, Bk. 1,2* 
Winter, ade, Bk. 1, 2, 3 • Over the Sea to Skye, Bk. 4 • 

No One Knows, Bk. 5 • He’s Gone Away, Bk. 6 » LISTENING 
TO THE COMPOSER: Richard Rodgers, Bk. 6 • Ha, Ha, 
Jhis-a-way, Bk. 1 • Schumann: Wild Horseman, Bk. 1 « 

The Porcupine, Bk. 1, 2 • Frere Jacques, 


Bk. 3 • I Bought Me a Cat, Bk. 1 
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LOOK WHAT YOU’RE DOING 
TO THE MAN 
MELBA MOORE 

PRODUCED BY JIM FRAGALE 


& 


>© 


©SB 

4?se 


STEREO 

SR-61321 


Side 1 


8? 


©’ 




1. LOOK WHAT YOU'RE DOING TO THE MAN - 2:45 

2. SEARCHIN' FOR A DREAM - 3 : 00 

3. Medley: (a) WALK A MILE IN MY SHOES/ 

(b) TWENTY FIVE MILES - 4:05 

4. PATIENCE IS REWARDED - 3:50 

5. YOU GOT THE POWER .<// 

(TO MAKE ME HAPPY) - 2:46 


'© 
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LOOK WHAT YOU’RE DOING 
TO THE MAN 

MELBA MOORE 

PRODUCED BY JIM FRAGALE 


* ® 


©J3 


STEREO 

SR-61321 


Side 2 




©< 




1. IF I HAD A MILLION From The Off Broadway Show 
“The Me Nobody Knows" - 3:16 

2. HE AIN'T HEAVY HE'S MY BROTHER - 4:08 

3. HEAVEN HELP US ALL - 3; 15 

4. THE THRILL IS GONE 
(FROM YESTERDAY'S KISS) - 3:22 

5. LOVING YOU COMES SO j 

V EASY - 4:05 
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THE SOUL OF 


MBIRA 


STEREO 
SIDE ONE (21:55) 


STEREO 

H-72054-A 


1. Nhemamusasa (7:00) 

2. Taireva (4:02) 

3. Nyamaropa (6:18) 

4. Kuyadya Hove Kune Mazove (4:23) 


recorded in Rhodesia by 
PAUL BERLINER 


® & (§) 1973 Nonesuch Records 



THE SOUL OF MBIRA 


STEREO 
SIDE TWO (22:35) 


STEREO 

H-72054-B 


1. Mbiri Viri (5:53) 

2. Nhimutimu (4:00) 

3. Nyamaropa Yevana Vava Mushonga (5:00) 

4. Dangu Rangu (4:22) 

5. Kumakudo (3:06) 


recorded in Rhodesia by 
PAUL BERLINER 


® & <§) 1973 Nonesuch Records 






AFGHANISTAN 

Music from the Crossroads^ of 


STEREO 
SIEVE ONE (17:40) 


STEREO 

H-72053-A 


Nan mai dowrai a wolei (4:18) 
Mohammed dai nabiyano (3:30) 
Bimar dil, knbrab dil (3:35) 

Dur az to az shab ta sahar (3:47) 
Rain Song (2:13) 

Members of the 
Radio Afghanistan Orchestra 

recorded in Kabul by 
PETER TEN HOOPEN 

® Jt © 1973 Nonesuch Records 



Af nonsuch 


“XT” 


AFGHANISTAN 
Music from the Crossroads of Asia 


STEREO 

H-72053-B 


STEREO 
SIDE TWO (16:06) 


Ze eshkat tark-e sar kardan (4:13) 
Chard jafa mekoni ay dilbar (5:55) 
Song of the Cricket (2:54) 

Bogzar dar pish-e to (2:51) 

Members of the 
Radio Afghanistan Orchestra 

recorded in Kabul by 
PETER TEN HOOPEN 

D fit © 1973 Nonesuch Records 
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SAVANNAH RHYTHMS 

Music of Upper Volta 


SIDE ONE 
H-72087-A 


STEREO 

(SP) 


1. "Allah man dogo" (God is Great) 

Bobo-Dyula tribe 

2. "Lemendi gyeba" (I.emendi doesn't care) 

Northern Samo tribe 

3. "Djongo" (Kassena dance music) 

Kassena Mute ensemble 

4 . "Abdulai” (God's Child) 

M ossi Koranic students 

5. "Boli-Bana” (a well-known 
musician from Sikasso, Mali) 
Bobo-Dyula tribe 

® 1981 hlektra Asylum/ Nonesuch Records 


5:21 


t:()4 


2:13 








nonesuch 


w -n » 






SIDE ONE 
72091 -A 



W YA 50 

\& 


AN ISLAND CARNIVAL 

Music of the West Indies 

+ 


Merengue." Jing Ping Band, Dominica 2:10 
Masouc.” Village band, St. Lucia 3:45 
The Lizard.” Calypso. Bamboo band. Young Island 3:35 
Mr. Walker.” Calypso. Cocoa-lute band, Grenada 1:20 
La Rose song." Members of La Rose, St. Lucia 3:00 
Aguinaldo.” Lopinot Serenaders, Trinidad 2:45 
"Somebody, oh mouchay.” St. Vincent 1:40 

® 1977 Rikskonserter 



0U| SUOliBO/Uo^ 



. 23 *. 


50 
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AN ISLAND CARNIVAL 

Music of the West Indies 


SIDE TWO 
7209 1 -B 


STEREO 

(SP) 


1. "Music for Shango.” Trinidad 4:10 

2. "Spiritual Baptists." Trinidad 4:45 

3. "The Story or Marrdevirain." Guadeloupe 4:20 

4. Tassa. Trinidad 3:15 

5. Reel. Tobago 3:15 

® 1977 Rikskonserter 




rnur >ica tions I 


Music for The Balinese Shadow Play 

Gender Wayang from Teges Kanyinan, Pliatan, Bali 


1. Pemungkah (17:20) 

2. Rebong (4:13) 

played by MADE GRINDAM, NOMAN GRINDING, 
WAYAN NYAMPUH, MADE LOCHANG 

recorded in Bali by ROBERT E. BROWN 


STEREO 


H-72037-A 



STEREO 

SIDE ONE (21:38) 




nonesucn <«\ 

«7-f) v 



Music for The Balinese Shadow Play 

Gender Wayong from Teges Kanyinan, Pliatan, Bali 

STEREO Jfe STEREO 

H-72037-B SIDE TWO (22:12) 



Sekati (3:05) 

Sekar Sungsang (3:12) 

Sekandi (4:58) 

Mesern (3:23) 

BotM (2:36) 

Rundah (4:17) 

Tobuh Gari (0:41) 

played by MADE GRINDAM, NOMAN GRINDING, 
WAYAN NYAMPUH, MADE LOCHANG 

by ROBERT E. 




N/^ 


1. BALLET MECANIQUE (George Antheil) 

Los Angeles Contemporary Music Ensemble 

Robert Craft, conductor 


UR 134 


Side A 


2. SKETCH FOR PERCUSSION 

(Ronald LoPresti) 

Manhattan Percussion Ensemble 

Paul Price, conductor 

^ c=ii-h=u2i 


vJ^A/N//^ 



1. TOCCATA FOR PERCUSSION INSTRUMENTS 

(Carlos Chavez) 


UR 134 


2. OCTOBER MOUNTAIN 

(Alan Hovhaness) 


Manhattan Percussion Ensemble 
Paul Price, conductor 



ARNOLD SCHOENBERG 


5 Pieces for Orchestra, Op. 16 


1. Vorgefueble (2:12) 2. Vergangenes (4:33) 

3. Sommermorgen an eittem See j Farbett (3:38) 

4. Peripetie (2:21) 3. Das obligate Rezitativ (4:28) 


ANTON WEBERN (1883-1943) 

Cantata No. 1, Op. 29 


1. Getragen - lebbaft (alternating) (2:01) 

2. Leickt bewegt (1:3 6 ) 3. Paihig (3:29) 

ANITA WESTHOFF, soprano 
H CHORUS & SYMPHONY ORCHESTRA O 
GUENTER WAND, conductor 
Recorded in Europe by 
CLUB FRANCAIS DU DISQUE, Paris 




H-71192-A 

SIDE ONE (25:33) 



IGOR STRAVINSKY 

(b. 1882 ) 


STEREO 


STEREO 

H-71192-B 

SIDE TWO (15:43) 





MANUEL DE FALLA (1876-1946) 

CONCERTO FOR HARPSICHORD, FLUTE, 
OBOE, CLARINET, VIOLIN, AND 'CELLO 




9 


H-1135-A 
SIDE ONE 


1. Allegro 3:00 

2. Lento, giubiloso ed energico 6:31 

3. Vivace 3:59 

JEAN-CHARLES RICHARD, harpsichord 
CHRISTIAN LARDE, flute; CLAUDE MAISONNEUVE, 
GUY DEPLUS, clarinet; GEORGES ALES, violin 
JEAN LAMY, 'cello 
VALOIS INSTRUMENTAL ENSEMBLE 
conducted by CHARLES RAVIER 

POUR LE TOMBEAU DE PAUL DUKAS 3: 
HOMENAJE: LE TOMBEAU DE CLAUDE 
DEBUSSY 2: 

SERENATA ANDALUZA 2: 

JEAN-CHARLES RICHARD, piano 
a . VALOIS recording, France 




H-1135-B 
SIDE TWO 


PIECES ESPAGNQLES 

1. Aragonesa 2:40 2. Cubana 3:54 

3. Montanesa 4:19 4. Andaluza 3:25 


FANTASIA BAET1CA 11:10 
JEAN-CHARLES RICHARD, piano 
a VALOIS recording, France 




\ 



BEEN SO NICE— 2:41 
(Stevenson- Brown) 

2 . STRANDED IN THE MIDDLE OF 
NOPLACE— 3:32 

(Stevenson) 

3. IF LOVING YOU IS WRONG 
(I’m Sorry)— 2:43 
(Stevenson- Brown- Basemore- Ware) 

HERE I AM— 2:54 
(Stevenson- Brown) 

IT’S UP TO YOU— 2:45 
(Basemore-Stevenson) 

6. SO MANY LONELY NIGHTS AHEAD 

— 2:55 

(Brown) 

Publ. By Mikim Music (BMI) 

o- 




SOULED OUT 

THE RIGHTEOUS BROTH! IS 

A Master Prod. ( 
Prod. By Mickey Stevenson 


s 


STEREO 

V6-5031 

(MGS 1029) 

SIDE 2 


\ 

% 


$ 

•v 








Wop 



: : 


1. I DON’T BELIEVE IN LOSING-3:02 

(Ware-Basemore) 

2. LOVE KEEPS CALLIN’ MY NAME 

—2:43 

(Stevenson- Brown-Basemore- Ware) 

3. (I Need) SOMEONE LIKE YOU-3:10 
(Ware -Stevenson) 

4. YOU DENT MY MIND— 238 

(Stevenson- Brown) 

5. WITHOUT YOU I’D BE LOST— 2:38 

(Basemore-Ware) 

Pubi. By Mikim Music (BMI) 
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JJ 1001 

©1983 

Just Jim Music 
ASCAP 


All Songs Written 
and Arranged by 

JASPER JAMES 
Side One 


TO BE AWAY 3:08 
ROAD tHRU UTAH 5:09 
STERLING 3:16 
JASPER 7:10 


JUST JIM MUSIC 
IS A DIVISION OF 
JJM RECORDS 


ame&s 



JASPER JAMES Just Jim Music 

Side Two ascap 

THE STRUGGLE 3:31 
THE LADY NEVER CRIES 2:43 
ONE MORE TIME 4:20 
IN TIME 5:43 

HERE’S TO THE MUSIC 4:50 


JUST JIM MUSIC 
IS A DIVISION OF 
JJM RECORDS 


<m.*n Ul)Sv 



33i R.P.M. 
YTX1179 


, SMFP-8120 

\ 



OLD BOTANY BAY 

(Angus & Robertsons) 

Compiled and narrated by 

PETER O’SHAUGHNESSY 

Includes “THE FIRST VISION OF CAPTAIN COOK” 

by Kenneth Slessor ^ 

and songs “BOTANY BAY” and “THE f 

CONVICT MAID” JT 

' r h Featuring Marian Henderson and ^ 

* °+$,, John Currie 

^ Or r 

f * f co» 0 f 0w 0 ,„ msiRVto 



•t con noNiomo •* tl 



** w *c lIMITCO. COW **** 1 



33^ R.P.M. 
YTX1 1 80 


SMFP-8120 



2 



8 


1: VAN DIEMAN’S LAND 
Marian Henderson 

2: GIRL WITH A BLACK VELVET BAND 
John Currie 

3: MORETON BAY 
Marian Henderson 

4: THE CONVICT’S TOUR OF HELL 
Peter O'Shaughnessy 

5: BOLD JACK DONAHUE * 

o*. John Currie 

^ o- 

Ht 9tc 0»0t0 WORK ««* vl0 ° Wlk '' 



Tlt> * ®* c oao paoMieiuo ** 60t 





33A-Q32632 ^ Br^opaa rpynna 

I 4e Ha t py6. 

/ 

2lORy ETHOGRAFINIS ANSAMBUS 

MERGVAKAR8S. ^ejtnografinio spektaklio 

Motula sirdela. Velq vakarelj. Subatel^s vakar^lj 
Oi Onula. Kas apsakys. Sejau rutq. Vai tu, kasela 
Vai tu, sesyciuke Dainuok, sesula 



33A-032634/ 


Bippaa rpynna 

I U,eHa 1 py6. 


2I0RU ETNOGRAFINIS ANSAMBUS 

MERGVAKARIS. Scena is etrtog'rafinio spektaklio 

(pabaiga). Vai Onula. Atskyre sesulj 
Liudnas man rytelis. Vai kai as buvau 
DAINOS. Ne bet kokia mergele as buvau 
Kad as turetau. Iskasiau sulinelj 
Nuo pucimj ir aviecii^. Vai laukes laukes 
Daina apie 2iurus 



33CM-03043 


CTEPEO 


TpeTbH rpynna 
L|eHa 1 jpy6. 90 koh. 


B. GQRBULSKIQ ESTRADIN^S DA1NOS 

MANO PASAKA RYTO IDILE. UGNELE SVENTA. i. PLATH KELJA, 
SAPNA!. BALIAS RUKAS. KLAUSYK JlRDIES (V. Bloies iodi.J 
N. Tallat-Kelplaite g 1 — 4, 6, 7). A. Lemanas jS— 7J 
Merging vok. ansamfolis «Dair>a», 
wad. F. Viskantas (1, 4, 5j 
Lietuvos Televizijos ir radijo 
iengvosios muzikos orkesfras 
Dirigentas A. KONClUS 



33CM-03044 

CTEPEO 


TpeTbfl rpynna 

l^eHa 1 py6. 90 won. 


B. GORBULSKIO ESTRADIN^ DAINOS 

ilBURELIS. MERGU 2ELE — NE MER’GAIT E. PIEMENAITE 
RIESUTELIAI (V. Blozes zodi.) $VYTI MEDilAI 
(R. Girkontaites zodz.). KALENDORIUS. AIDAS |R. Skuiaites 
iodi. ) . MEILES VASARA (S. llibino iodz.) 

V. Rakauskaite (1 — 4). O. Valiukevitiute (5,6). 

N . Tallat-Kelpsaite ir A. Lemanas (7, 8) 

Lietuvos Televizijos ir radijo 
lengvosios muzikos orkestras 
Dirigentas A. KONClUS 




33A-030577 



TpeTbH rpynna 

M,eHci 1 py6. 60 non. 


LIETUVOS TELE VIZIJOS SR RADIJO ANSAMBLIS 
<« ARMONIKA)), vad. V. JUOZAPAITIS 

MARS AS |G. Butautas). APYNEU NURASKYSIU 
[V. Juozapaitis — P. Gaule). POLKA (P. Dikiius) 
NEMISLINAU GERTI |liet. i. d., harm. V. Baumilas) 
TRANDIPOLKA |V. Juozapaitis) . NEGERKI TREClIOS 
(V. Juozapaitis — B. Dadiulis) 

ARMONIKOS VALSAS (G. Butautas) 

GROMATEL^ PARASlAU (V. Juozapaitis — S. 2libinas) 
Solistai: B. Urbonas ir R. Vesiota [2, 6, 8), 

P. Bileviiius ir J. Cepulis (4) 



33A-030578 

. \ 



Tpeibfl rpy'nna 
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1-5 Electronic Sounds, p. 19 
sine wave 
triangular wave 
sawtooth wave 
square wave 
white noise 


6 Nexus II, excerpt, 

David Dunn, p. 1 

7 Fontana Mix, 

John Cage, p. 3 

8 Extended Voices, 

Toshi Ichyanagi, p. 10 
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1 Open Beauty, excerpt, 
Don Ellis, p. 11 

2 Poeme Electronique, 
Edgar Varese, p. 18 

3 Dripsody, 

Hugh LeCaine, p. 11 


4 Stinger, 

Dave Fredericks, p. 20 

5 Festival of Beautiful 
Waters, 

Olivier Messiaen, p. 31 

6 Sonic Contours, 
Vladimir Ussachevsky, 
p. 31 

7 Gargoyles, excerpt, 
Otto Luening, p. 31 


Copyright ® 1975 
Macmillan Publishing Co 
Inc. All rights in this 
recording and the 
contents thereof, 
including rights of 
reproduction and 
transmission in 
any form or by 
any means are 
reserved. 
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(Recorded Live - In person) 

1. VEHICLE 

2. HOLD ON I’M COMING 

3. GET READY 

4. IT'S IMPOSSIBLE 

5. AQUARIUS 
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6. LET THE SUNSHINE IN 

7. EVERYTHING IS BEAUTIFUL 

8. EVERYBODY'S TALKIN' 

9. SING SING SING 

10. TOOT TOOT TOOTSIE GOODBYE 

11. I WANNA BE LOVED BY YOU 

12. BLACK BOTTOM 

13. VARSITY DRAG 

14. CHARLESTON 

15. TUXEDO JUNCTION 

16. IN THE MOOD 
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4. OPUS ONE 
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1. Un poco sostenuto. Allegro (14:10) 

2 . And . (9:45) 

Slovak Philharmonic Orchestra 
L'udovft Rafter, Conductor 
Licensed from Opus 9110 0634 
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COMPLETE SYmmomES. VOLUME I 

Symphony No. 1 m C Minor, Dp. 68 (conclusion) 

1. Un poco allegretto e grazioso (4:45) 

2. Adagio. Piu andante. Allegro non troppo, ma con brio 

(17:15) 




Slovak Philharmonic Orchestra 
L'udovn Rajtar, Conductor 
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COMPLETE SYMPHONIES, VOLUME I 

Symphony No. 2 in D Major, Op. 73 

(beginning) 

1 . Allegro non troppo (1 5:24) 

2. Allegro non troppo. L'istesso tempo, ma grazioso (9:15) 

Slovak Philharmonic Orchestra 
L'udovit Rajter. Conductor 

Licensed from Opus 91 10 0535 
? Opus 1 978 
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COMPLETE SYMPHONIES, VOLUME I 

Symphony No. 2 in D Major, Opus 73 (conclusion) 

1 . Allegretto grazioso. Quasi andantino 
Presto, ma non assai (5:22) 

2. Allegro con spirito (9:55) 

Slovak Philharmonic Orchestra 
L'udovif Rajter, Conductor 

Licensed from Opus 9110 0535 
© Opus 1 978 
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1. If I Can Help Somebody 

2. Oh How I Love Jesus 

3. Wade In The Water 

4. A Change Is Gonna Come 

5. God Is So Good To Me (Vocal) 
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1. God Is So Good To Me (Instil) 

2. Learning To Lean /. 

3. You Can't Make Me Doubt Him 
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5. Learning To Lean (Encore) 
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upserters 


Rick Steele 

John Tilden 

Ron Reid 

Sandy Chochinov 
Craig Kaleal 


Vocals 

Guitar 

All Keyboards, Vocals 

Bass 

Drums 


Backup Vocals by Liz Tilden & Gary Taylor 


Recorded at QUEST STUDIOS in Oshawa, Ontario, Canada 

Engineer Paul LaChappele 

Cover Et Design Robert VanNood 


All songs written by The Upsetters. 

Side 1 

WHEN I LOOK INTO YOUR EYES 
EVERY BROKEN HEART 

Side 2 

WE'RE NOT GIVIN' UP 
SHINE ON 


Upsetters Publishing, Capac. Rick Steele Music, B M I C 
Produced and arranged by The Upsetters for Day One Productions. 


We Wish to thank all those who have believed in this effort. 
Special thanks to Ian Day for covering all the bases. 
Thanks to all those whose names could go on forever. 

upsetters 


Personal Management: Ian Day, DAY ONE PRODUCTIONS 

370 Walmer Road 
Toronto, Ontario 
Canada M5R 2Y4 
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COMMENTS: I've been enjoying gospel music all of my life, in concert, on T.V. and on radio, but listening to Slim and The 
Supreme Angels, never ceases to amaze me. All of the L.P.'s are fantastic!, but this one takes the cake. It's exciting, full of 
energy and filled with the fire and the Holy Ghost. I've worked with lots of groups, in the gospel field, but "Slim and The 
Supreme Angels are tops", and a very clean living group of young men. It has been a pleasure working with them. 


PRODUCED AND MIXED BY: Rev. Haran Griffin 

ENGINEERED BY: Nathaniel Baldwin & Rev. Haran Griffin 

RECORDED AT: Talk of the Town Recording Studios. Jackson, Mississippi 
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The Supreme Angels 
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(601) 352-0091 
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1. The Life I Sing About 

1. It Ain’t What You Think 
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2. It Was Too Late 

2. The Lord Is Blessing Me, Right Now 
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3, There’s Not A Friend (No Not One) 

3. Yes Lord 
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4. Soon One Morning 

4. Do Lord Remember Me 
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5. Ain’t That Good News 










CONNE FRANCIS 

LIVE AT THE SAHARA IN LAS VEGAS 


Lou Basil Orchestra / Conducted by Joe Mazzu 


Side 1 : 

Opening 1:03 

1. Once In A Lifetime 2:10 

2. One Of Those Songs* 2:10 

3. My Heart Reminds Me* /Yesterday 3:20 

4. La Bamba** 2:12 

5. Sunrise, Sunset 3:18 

6. Please Don’t Sell My Daddy No More Win el 

Gotta Travel On**/l Can't Stop Loving You/ 
Queen Of The House 4:41 



Side 2: 

1. I Left My Heart In San Francisco* 3:50 

2. Mama* 3:39 

3. Will You Still Be Mine* 2:15 

4. Who’s Sorry Now* 2:11 

5. Al Di La* j 3:02 

6. Up Above My Head** /Glory Glory**/ 

Light Of Love** ....2:45 


Arranged by Joe Mazzu, Don Costa, Marty Paich, 

Warren Meyers, Joe Mele and Sammy Lowe 

All Compositions BMI except (*) ASCAP (**) Traditional 

Produced by: Tom Wilson 

Editing Engineer: John Cue 
Director of Engineering: Val Valentin 
Remixing Engineer: David Greene 
Cover Photo: Anthony Cook 
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CONNIE FRANCIS AT THE SAHARA 

Miss Connie Francis is a rare performer in this present musical age. 
She is one of the very few who have graduated successfully from the 
field of “pop” music to become one of the world’s foremost theatre 
and night club entertainers. In doing this, she has not only gained a 
whole new public but has retained and even added to her vast follow- 
ing in the pop music field. 

To become a star in night clubs is no easy matter, and few female 
record artists ever achieve any degree of lasting success in this di- 
rection. A couple of hits can easily skyrocket them to stardom and 
the big money for a short time, but it takes considerably more than 
this to remain a headliner in this most difficult side of show-business. 
For singing songs is just not enough— a singer must also be able to 
entertain for an hour at a time and, at the end, still have them yelling 
for more. 

I have seen Connie Francis develop over the past few years from just 
such a young singer of songs to the big star she assuredly is today. 
We, at the Sahara Hotel in Las Vegas, are proud that she is one of our 
most consistent box office attractions and the program she has 
selected for this album proves that this is no accident or momentary 
success. 

Connie chooses her own program of songs and has developed an 
intuitive awareness of just what is right for a particular audience. 
Her new act, recorded live on the stage of the Sahara’s world famous 
Congo Room before over 800 patrons who chose to see her in prefer- 
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ence to seven outstanding stars at ether Las Vegas Hotels, attests to 
her good taste and meticulous care. The enthusiastic audience re- 
action, as caught by MGM’s engineers, confirms the impact her songs 
have made. 

Night cluubers, especially those in Las Vegas, who have the world of 
entertainment to choose from, are renowned to be the most difficult 
to please. Connie Francis not only pleases them— she captivates them 
as few female singers are able to do. 

All the moods and great versatility of Connie Francis are contained 
in the songs she sings in this album. From the rousing Once In A 
Lifetime with which she opens the show to the poignant Mama, a 
dramatic ballad hit she sings in Italian. It is also one of her most 
requested numbers. Even if you are not a devotee of country music 
you’ll go for the medley in which she sings Gotta Travel On, I Can't 
Stop Loving You and her version of Roger Miller's rousing King Of 
The Road. These are the kind of songs that launched her career and 
of which audiences in the most sophisticated c’ubs never seem to 
tire. Then there is the great Beatle song Yesterday, the rocking La 
Bamba and many more to round out a great show. 

It was my distinct pleasure to work with her on the production of the 
show from which the excerpts for this album were taken. If you have 
never seen her perform in person, this LP should inspire you to do so 
soon. If you are fortunate enough to have already seen her, especially 
at the Sahara Hotel, then this will become, as it has for me, a treas 

ured memento of that experience. Stuart Allen 

Entertainment Director, Sahara Hotel 
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FEATURING 


KINO OF THE ROAD and DO-WACKA-DO 


THERE I GO DREAM IN' • THAT'S THE WAY IT'S ALWAYS BEEN 
REINCARNATION • AIN'T THAT FINE • OUR HEARTS WILL PLAY T H.E MUSIC 
| Ayr A BOY GIRL • YOU CAN'T ROLLER SK£TE IN A BUFFALO HERD 
"HARD HEADED ME • AS LONG AS THERE'S A SHADOW 
LOVE IS NOT FOR ME • IN THE SUMMERTIME CYou Don't Want My Love) 
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Side 2: 

KING OF THE ROAD (Roger.Miller) 2:25 

YOU CAN’T ROLLER SKATE IN A BUFFALO HERD (Roger Miller) l : 48 
OUR HEARTS WILL PLAY THE MUSIC (Roger Miller) 1:59 

LOVE IS NOT FOR ME (Roger Miller) 2:11 

IN THE SUMMERTIME (You Don’t Wont My Love) (Roger Miller) 1:44 
THERE I GO DREAMIN’ (Dorsey Burnett) 1:53 


THE RETURN OF 


As a com'.oser and os a performer Roger Miller is one of the most gifted 
young talent on the lecord industry's horizon. Although not a newcomer 
(he wrote '\Vi the summertime" which Andy Williams hitwith a few years 
ago) his unique lyrics and inventive way with a melody and vocal gimmicks 
have finally been recognised by the public. He won over the entire trade 
(both pop and country) with his novel "Dang me" side and seems to be 
further enlarging his following with his current hit "Chug-a-lug." He 
penned these hits pi js the ten other songs in the album. Roger is one of 
the most sought-after guest artists on the TV scene this year. In the past 
few weeks he appeared on the Johnny Carson, Ernie Ford and Jimmy Dean 
Shows and is set for the Andy Williams TV'er in the near future. 


Side 1: 

(And You Had A) DO-WACKA-DO (Roger Miller) 
ATTA BOY GIRL (Roger Miller) 

REINCARNATION (Roger Miller) 

THAT’S THE WAY IT’S ALWAYS BEEN (Roger Miller) 
AS LONG AS THERE’S A SHADOW (Roger Miller) 
HARD HEADED ME (Roger Miller) 

AIN’T THAT FINE (Dorsey Burnett) 
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Produced by Gryphon Productions. Inc. 157 W 57th SI New York. N Y 10019 




Arranged by Harold Wheeler ♦ Produced by Harold Wheeler for Gryphon Productions, Inc. ♦ Executive Producer: Nat Shapiro 

stun: A 

Golden Oldie (3:25) ♦ We Have Vour Size (2:20) ♦ In My Way (0:47) ♦Looking for the Magic (.'1:00) ♦ All the Dreams ( 4 : 39 ) ♦ In My Mind (3:20) 

SIDE 1) 

You’re What I Wanna Get Used To ( 3 : 20 ) ♦ Make Him Mellow (3:10) ♦ Cafe- la vie (3:10) ♦ Ladies Man (3:14) ♦ Dreaming You Home (3:12) ♦ For the Length of a Song ( l:49j 

All songs composed by Susan Barlow 
Public performance clearance — AS CAP 

A & R Supervision: Walter Alshuk ♦ Recording and Re-Mix Engineer: Mike Moran ♦ Recorded in RCA's Studio "C," New York City 
Designer: Cruig DeCamps ♦ Photographer: Nick Sangiomo ♦ Art Director: Acy Lehman 
FEATURED MUSICIANS: 

David Du temple — Fender bass ♦ John Tropea— electric guitar, mandolin and sitar ♦ Jerry Friedman and Jeff Mironov— electric guitars on In My Mind and You’re What 1 Wanna Get Used To 

Allan Schwartzberg — drums ♦ Arthur Jenkins, Jr. and Gordon Gottlieb — percussion 
Garnet Brown and Eddie Daniels — Dixieland Band 
All keyboards, vocals and acoustic guitar performed by Susan Barlow 
Linda November, Arlene Martell and Vivian Cherry — background vocals 
Special thanks to our sound consultant STEVE SCIIEAFFER for his help at the sessions and the mixes. 

And a very special thanks to Sidney Beckerman for finding Susan in the first place. 


Susan Barlow : composer, author, singer, pianist (good), guitarist (adequate). Resident of Brooklyn, New York where she was born in late 1940s. Writes contemporary, 
idiomatic, personal songs. Sings clearly. Studied psychology. Lives quietly with young son. A very private person, she doesn’t like liner notes. 
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SIDE A 


GOLDEN OLDIE 

The man on the radio 
Is playing our song — 

He called it a golden oldie . . . 

You know. 

He must be wrong . . . 

Do me a favor, make it louder 
My baby liked it loud and clear 
Do me a favor, make it louder 
I want my baby to hear 
The man on the radio 
Who’s playing. 

Playing our song . . . 

I’ve been sitting here, busy doin’ nothing 
Been busy doin’ lots of nothing 
Since he’s gone — 

I’ve been rememb’ring all of the things 
We used to like to share — 

How we used to sing along, 

Whenever they would play our song — 
The man on the radio . . . etc. 

Do me a favor, make it louder . . . etc. 

I keep hoping he’ll miss me 
When he hears it, 

And it’ll do the same to him. 

Like it does to me 

Or am I just a golden oldie, 

A, near-forgotten melody . . . 

Just something else to sing along 
With all the other old-time songs . . . 
The man on the radio . . . etc. 

Do me a favor, make it louder . . . etc. 


WE HAVE YOUR SIZE 

Imagine . . . 

Walking along on your way 
Just another day of just getting by 
Without a why or a wherefore, 

No one to care for you — 

Imagine hearing a song on your way 
That turns around your day 
And makes it just fine 
You take a shine to the singer 
Lately you bring her your love 
And she sang . . . 

We have your size in lovin’ 

Please inquire, inquire within 
We specialize in suiting just like a glove 
And when you’re needin’ a friend 
We have your size 

Multiple colors — colorful multitudes 
Of styles to try . . . 

Imagine . . . 

Walking along on your way . . . etc. 

And she sang . . . 

We have your size in lovin’ 

Please inquire, inquire within 
We specialize in suiting 
Just like a glove 


IN MY WAY 

My, my, my, 

You’re lookin’ real fine 
I can see you’re happy — 

Well, it’s sure about time . . . 

The way that I treated you 
Sure was a crime, but 
In my way 

It wasn’t the right way, but 
In my way 
I loved you 
My, my, my, 

The things that I’ve done 
But with all the trouble 
Well, I gave you some fun . . . 

I’d sure be a liar, if I said 
You’d been the only one, but 
In my way 

It wasn’t the right way, but 
In my way 
I loved you 

Been so busy thinking ’bout you baby 
Just about all — all of the time — 

Has it been the same for vou? 

Try me baby, I’ve been cnangin’ 
Losin’ you lit up my mind 
And I swear that this time, 

I’ll be true . . . 

My, my, my, 

You’re lookin’ real good 
If you still wanna love me 
Well, I wish you would . . . 

I’d sure like to touch you 
If only I could, ’cause 
In my way 

It wasn’t the right way, but 
In my way 
I loved you — 

In my way, in my way 
I still do . . . 
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LOOKING FOR THE MAGIC 

Magic in a rabbit burrow 
If you think you’d like to follow 
If you think you’d like to see me 
That is where I’ll be 

Looking for the magic . . . 

Won’t you come 
For the day. 

Or stay awhile. 

Stay awhile with me 
Underneath a white umbrella 
If you think you’d like the color 
If you think you’d like to see me 
That is where I’ll be 

Looking for the magic . . . 

Won’t you come 
For the day. 

Or stay awhile, 

Stay awhile with me 
Underneath a white umbrella 
If you think you’d like the color 
If you think you’d like to see me 
That is where you’ll be 

Looking for the magic, with me . . . 
Looking for the magic . . . 

Won’t you come 
For the day. 

Or stay . . . 


ALL THE DREAMS 

All the dreams you never made happen 
Happened to find you in the streets again 
Walk a bit slower 
Dreaming is over 

Life has you live in the streets again 
Every dream that faded 
In the light of someone’s laughter 
Just a phantom fantasy or two . . . 
From today and after 
Reality has won you — 

Are you just wiser now 
Or are you just tired? 

All the dreams you never made happen 
Happened to find you in the streets again 
Walk a bit slower 
Dreaming is over 

Life has you live in the streets again 
Life has you live in the streets again 


IN MY MIND 

I found myself thinking of you today 
It doesn’t pay 
I do it, anyway 

I think about the way you looked at me 
The day we met 
I can’t forget 

You’ve got a way of stayin’ with me 
In my mind 

'Cause in my mind, you’re in my life. 

And you still love me 

You know the way the shadows grow so tall 
Until the falling of the sun each day — 

That’s my love. 

Growing just that way for you 
Until the fall 
’Til I recall 

It’s just my oversleeping. 

Shadowing my mind — 

’Cause in my mind, you’re in my life, 

And you still love me 

I’ve been oversleeping too many mornings 
My mind’s been oversleeping since you’re gone 
I’ve been oversleeping too mony mornings 
My mind’s been oversleeping much too long 
You’ve got a way of stnying under my pillow 
You’ve got a way of staying in my mind 
You’ve got a way of stnying under my pillow 
You’ve got a way of staying with me, 

In my mind . . . 

I found myself thinking of you today 
It doesn’t pay 
I do it, anyway 

I think about the way you looked at me 
The day we met 
I can’t forget 

You’ve got a way of stayin’ with me 
In my mind 

’Cause in my mind, you’re in my life, 

And you still love me . . . 


SIDE B 

YOU’RE WHAT I WANNA GET 
USED TO 

You’re what I wanna get used to 
You’re what I wanna get tired of 
And, in a while. 

When we get re-inspired, 

You’re what I wanna love 
You’re what I wanna love 
You’re what I want 
When the day is done 
And the nighttime comes on 
Like somebody achin’ for love — 

And I just know that you know my meaning 
’Cause I see it in your eyes . . . 

You’re what I wanna get used to 
You’re what I wanna get tired of 
And, in a while, 

When we get re-inspired, 

You’re what I wanna love 
You’re what I wanna love 
You’re what I wanna get used to . . . 

You’re what I wanna get tired of . . . 

You’re what I wanna get used to . . . 

You’re what I wanna get tired of . . . 


MAKE HIM MELLOW 

I think he’s tired 
I think he’s cold 
I think he’s hungry 

For somebody to hold 
I’m gonna do my very best 
To make him mellow — 

He’s had his troubles 
He’s had his cares 
Turning his comers, 

Climbing his stairs 
I’m gonna do my verv best 
To make him mellow . . . 

When times are bad 
And I feel sad, you know 
He always knows just when 
To say he loves me — 

Then come what may 
I know some brighter day 
Is on the way, 

As long as I can make him stay 
And keep him happy — 

So when he’s tired 
I’ll give him ease, 

And when he’s hungry 
I’ll be right there to please 
I’m gonna do my very best 
To make him 
Mellow 


CAFE LA VIE 

Na na na na na na na na . . . etc. 

The very day I was bom 
I started looking for someone like you — 

To tell the truth, 

I’ve had quite a few, in between . . . 

I see you storing ot me 
You think I’m stuck here, in Caf6 la vie 
Singing and chasing indefinitely 
After love . . . 

Na no na na na na na na . . . etc. 

I’m tired of guys 

With nothing but eyes for loving 

And lies for leaving me way behind — 

Let’s play it by ear 
And time will make clear enough 
If we’re near enough 
To each other’s kind 
Although it’s smoky in here 
I’m used to spotting the guys with veneer, 
The frozen toughies 
Who melt rcnl fast, after love — 

This is the Inst song I sing 
Before they bring down the curtain tonight 
Both me nnd Cn(6 In vie invite your return — 
After hours . . . 

And after n little loving . . . 

Mnybc you’ll stay . . . 

No na na na no na na na . . . etc. 


LADIES MAN 

He’s a ladies man 
And I’m just a lonely lady 
If he stays all night 
— oh boy — 

That’s my lucky day 
I gave him so much 

— guess I was crazy — 

But I thought I could 
Make him love me . . . 

Now my ladies man wants more 
Of a lady than me 
Hard to close your eyes 
To all that a man can give you — 
Hard to open your eyes 
After he’s kissed them closed 
He gave me so much 
— in the beginning — 

Ladies men give like crazy 
Til they’re sure of winning 
Now my ladies man wants more. 
He wants more, and better. 

Than I can give him — 

I wanted to be the one 
to keep him happy 
I wanted to be the one 
to be his only one — 

He gave me so much 
— in the beginning — 

Ladies men give like crazy 

’Til they’re sure of winning . . . 

He’s a ladies man 

And I’m just a lonely lady — 

Now my ladies man 

Wants more of a lady than me 


DREAMING YOU HOME 

Feels like forever 

That I’ve been waiting 
For some kind of power 
To bring you home — 

I don’t deny you your freedom 
to roam — 

Don’t you deny me my 
Dreaming you home 
Dreaming you home 
Dreaming you home 
Every night Lord I feel so alone 
Til I start sleeping, and 
Dreaming you home 
I hear your footsteps 
Out in the hallway 
You open the door, and 

You smile me that smile — 
Just dreaming it over. 

The same as before — 

But I need the real thing 
Once in a while . . . 
Dreaming you home 
Dreaming you home 
Every night Lord I feel so alone 
’Til I start sleeping, and 
Dreaming you home 


FOR THE LENGTH OF A SONG 

Reaching out 
Just a little bit 

If only for the length of a song — 
What could be sweeter 
Than sharing some meter 
And making some stranger 
Want to sing along . . . 

’Cause you don’t know me 
And maybe you don’t want to 
But let’s touch for a moment 
And then, if you want to. 

You’re free to forget 
That we renchcd out 
Just a little bit 
For the length of a song . . . 
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SONNY HOPSON 

LIFE a MAD 
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SIDE 1 

1. GETTING TO KNOW YOU 

2. BRIGHT LIGHTS 

3. SOMETHING 

4. STRANGERS IN THE NIGHT 


SIDE 2 

1. UNHH-UNHH 

2. THREE O’CLOCK IN THE MORNING BLUES 

3. IT WAS A VERY GOOD YEAR 

4. GIRL TALK 

5. STORMY MONDAY 


FROM THE SHIT HOUSE TO THE WHITE HOUSE by Gus “Mr. Silk” Ucy 


From a small dingy room, called an apartment, in the 5100 block 
of Pine Street, Phila, Penna. — An unusual success story starts 
with a local boy, who without a doubt made good. 

From a stretch in the Air Force-driving bulldozers and tractor 
railess to Cadillac’s and limousines came Sonny Hopson. 

After his discharge from the Air Force, he went back to the 
streets, known to many as the jungle, and to all as the ghetto, 
when: thousands participate, but few succeed. 

Sonny, who was able to hold his own, was one who succeeded, by 
wreck chasing, and at times, with the cops chasing him. 

Being very cynical, and knowing the price of everything but the 
value of nothing - Sonny threw a small fortune away. It was at 
this time that I detected some of the rare and beautiful talents 
hat the Mighty Burner possesses. 

In 1965, Emory Saunders, local disc jockey at WHAT, in charge 
of the “Pepsi Cola Come Alive” show, realized that there was a 
gap in communications between Pepsi-Cola-WHAT and night life 
in Philly. Dolly Banks, president of WHAT was looking for a 
centrally located spot to get live reactions and opinions from 
Phillies Nite Life and Cafe Society. “Mr. Silks’ Third Base”, was 
chosen as the kick-off spot which is the beginning of the success 
story of Sonny Hopson (The Mighty Burner). 

Sonny happened to be in my place on that rainy-dreary-lonely 
afternoon; sitting, looking out the window - feeling depressed 
dejected and sorry for his damn self, for the cards were no longer 
falling his way. 

It was then and there that I asked Sonny to accompany me to 
WHAT for an interview, because knowing the inner man, I felt 
that he was more than qualified to do the job, and Sonny was 
more than willing to take the shot. His personality brought him 
th;ough and he was hired to interview by a hot-line, directly to 
WHAT live - famous personalities, that were on Phillies night 
scene at the time. 


Wilt Chamberlain - Chink Scott - Guy Rodgers - Bill Russell 
Andy Johnson - Maury Wills and Hank Aaron. 


From the Show Boat: 
Gloria Lynn - Oscar 
Horace Silver. 


Peterson - Miles Davis - Lou Davis and 


From the Play Mate Supper Club: 

Herb Adderley - Bob Jeter - Bob Brown - and a lot of others. 


Growing up in the ghetto, Sonny has always had a love for the 
youth living there. Understanding what motivates these young 
people, his primary aim is to personally do whatever he can to 
help youngsters and particularly the unde<-privileged. 

He started record hops at the Arcadia Ballroom, at Broad and 
Erie, on Sunday’s for the teens; and it was often refered to as “a 
swinging and funky house. Man - that’s really saying somethin’ 
for Philly - since we have so few. 


From Club Harlem in Atlantic City, N. J.: 

Billy Eckstine - Billy Daniels - Damita Jo - and many, many 
more. 


Sonny did his job in such a fantastic manner, that, and rightly so, 
he became known as the “Mighty Burner”. Thanks to Sonny - 
“Make no mistaka Jaka” has become the latest expression with 
the younger set and in most households today. 

By this time, without a doubt, the “Mighty Burner” was to hot 
for the hot-line. He was in demand for personal appearances 
throughout the city and surrounding areas. 


It’s hard to believe that in such a short time, the “Mighty Burn- 
er” played to overwhelming crowds. One of this cats greatest, 
was the packed and jammed Cadillac Club with the Clara Ward 
Singers (Man whatta gas). 


Then followed Town Hall, “Up Tight”, the SpectTum and Peps 
“Outta Site”, the Arena and Century House, “Wow” (Blew 
their minds) . 


WHAT realized that this man had outgrown the job-so they 
offered the Pepsi-Cola Come Alive show to him as his sole 
operation, and this was the beginning of the making of Philly’s 
most controversial disc jockey. 


Sonny, realizing that he wasn’t totally prepared for public speak- 
ing, called upon his close friend, Capt. Chester Gethers of the 
Phila. Police Dep‘t. for help with his breathing, phrasing and 
enunciation. The results, thanks to Capt. Gethers, in just six 
short weeks wene amazing. This too was a stepping-stone in this 
success story. 


Beginning at Mr. Silks, interviewing such stars as: 


He proceeded to break all records with the Pepsi Come Alive 
show and went from top rooms to plush clubs. For the first time 
Pepsi-Cola joined all other major beverages on the night life 
circuit. 


Some of the beautiful tunes that Sonny does on this album - one 
in particular - Three O’clock in the Morn Blues, is his own; 
personal and private stock, written by Sonny himself at 3 o’clock 
in the morn. Arranged by the very talented Charlie Earland and 
under the personal direction of Leon (Cannonball) Fisher who 
was instrumental in setting up and directing the complete ses- 
sion. Charlie Earland who needs no introduction, accompanied and 
arranged each and every number, which I believe will be a 
Funky but classic album. 

So in closing the Sonny Hopson success story, I would like to 
thank each and every one of you, for taking time out to read 
these notes, about a young man who’s had the opportunity to 
walk among kings and queens and never lost his common touch. 

Gus ( Mr. Silk ) Lacy 

P.S. : I’m quite sure that after reading the liner notes on Sonny 
Hopson (the Mighty Burner) you will agree, that the title, From 
the shit house to the White House is most appropoe. 

Wm. Silk 



Special thanks from to the people who made it possible. 

Sonny Hopson 

Supervisory Personnel 
Music: C. Earland 
A & R Production: C. Lacy 
Technical: F. Downs 
Audience, Staging: C. Fisher 

Music Arranged, Conducted & Played by Charlie Earland 

Audio: Electrical Installation and 
Sound Separation - F. Downs 

Video: Camera Displacement. Lighting. Audience 
Participation, Staging - F. Downs-C. Fisher 

"Live" Audio and Video Film Id®*: 

Created. Developed and Staged - C. Fisncr 

Produced by Earland. Fisher, Hopson 
and Cus "Silk" Lacy 
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LA PASOCONTIGO 




1- ESTA NOCHE-LA PASO CONTIGO 2:55 
L. Gomez - L. Sorroza 

2- NO MORIRA JAMAS 3:20 
0. Salinas - H. Gonzalez 

3- HOY 2:53 
R. Rivas 

4- NO VIVIRE 1:55 
Chico Novarro - M. Rivas 

5- A TU RECUERDO 3:25 
H. Beiza - J. Podreros 

6- PUERTO VACIO 3:22 
Chico Novarro 


LADO B 


Manufactured under llconso by 
' Alhambra Records Inc. In tho U.S.A. 


Ar Recording of EMI-ODEON ol Chllo 


Manufactured and Distributed by 
Alhambra Records Inc. 


(?) 1079 Alhambra Records, Inc. 


MANUFACTURED AND DISTRIBUTED BY ALHAMBRA RECORDS 

G. P. O. Box 2702, San Juan, Puerto Rico 00&36 

552 W. 27th St. Hialeah, FI. 33010 

2720 West Pico Blvd., L. A., CALF. 90006 


1- AYER PREGUNTARON PORT! 3:48 

C. Baeza 

2- Y ME PROMETES 3:20 

Franco ■* 

Valdez 

3- QUIERO QUE GRABES EN Ml PIEL 2:57 
S. Soldan - R. Rey 

4- SI CONMIGO TU NO ESTAS 2:28 
A. Conte ■ R. Rey 

5- TE Dl Ml VIDA 3:22 

D. R. 

6- (VO CREAS QUE SIN Tl 2:23 
C. Baeza 
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Since eternity past, God has used His music for His pleasure. To hear melodious 
sounds coming from the tried and the true Is a joy to His heart. God has always used 
His music through committed vessels to comfort the comfortless, to soothe the 
broken hearted and to draw the attention of the wayward, rebellious and unconcern- 
ed, so their hearts might be softened to receive the seed of His Word. The James 
Viner Singers are destined to be channels through which God’s melodies can meet 
the needs of mankind. 

James Viner, in whose heart this dream was born, has endured much opposition. The 
fact that he is the son of prayerful parents, Mr. and Mrs. Charlie A. Viner, has much to 
do with the direction his life has taken. He is also aided by being the protege of an 
observant sister, Mrs. Dorothy E. Diggs, who recognized his God given gift and 
helped nurture and foster his growth, thus building a foundation of strength and 
courage. James, continuing to build on that foundation while serving his country in 
Frankford, Germany, formed a gospel choir which is in existence today. Then, yet 
building on that foundation, five years ago James moved to the Philadelphia-New 
Jersey area to live. He has received much encouragement from his pastor Bishop 
R.T. Jones, Sr. and the members of the Christian Tabernacle Church of God in Christ. 
Another Dream came true, The James Viner Singers were born. James serves as lead 
and tenor. Carolyn Ransom, who sings lead, second soprano and alto, has most 
assuredly helped to construct this group. Doris Barnes, alto, second soprano and 
pianist, has versatility that is incomparable and also contributed greatly to the group. 
Cybil Pope, first soprano and lead has made an unequalled contribution. Arlene 
Cadwell, first soprano, has added the flavor needed to congeal a gospel group of 
quality. Ronnie Dixon, tenor and pianist; talent and dedication has played a major 
role in building the structure of the group. 

The James Viner Singers' travelling experience has taken them to various cities on 
the east coast, parts of the mid-west and into the southern states. They have also ap- 
peared on programs with such artists as Walter and Edwin Hawkins and Family, 
Evangelist Shirley Caesar, Evangelist Rosie Wallace Brown, the Voices Supreme and 
several others. 

The members of the group are derived from varied backgrounds but their coming 
together has formed an aggregation of unity. 

Listen meditatively as the James Viner Singers share with you their first album 
presentation. 

Evangelist Rosie Wallace Brown 
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THE JAMES VINER SINGERS 
(left to right) Ronnie Dixon, Doris Barnes, Cybil Pope 
Carolyn Ransom, Arlene Cadwell, James Viner 


We would like to give SPECIAL THANKS to 
MR. JIMMY WALKER, President of ERANA RECORDS. 
You have completed our dream. 

THE JAMES VINER SINGERS. 


SIDE 1 2321 -A 

1. What Are You Living For? 

Soloist (James Viner) BMI Writers / Fred Stone, Jr. / James Viner 

2. I Don’t Know What I Would Do (Without The Lord) 

Soloist (James Viner) BMI Writer / Ronnie Dixon 

3. Hold On 

Soloists (James Viner and Carolyn Ransom) BMI Writer / Public Domain 

4. Going Back To God 

Soloist (Cybil Pope) BMI Writer / James Viner 

5. Amazing Grace 

Soloist (Carolyn Ransom) BMI Writer / Public Domain 


SIDE 2 2321-B 

1. Jacobs Ladder 

Soloist (Ronnie Dixon) BMI Writer / Public Domain 

2. We’re Moving 

Soloist (James Viner) BMI Writer / Fred Stone, Jr. 

3. Child Of The King 

Soloist (Carolyn Ransom) BMI Writer/ Public Domain 

4. Joy 

Soloist (James Viner) BMI Writer / Ronnie Dixon 

5. Battle Hymn 

Solists (Carolyn Ransom and Doris Barnes) BMI Writer / Public Domain 




MUSICIANS: Organist / Raye Walters - Piano / Doris Barnes and Ronnie Dixon - 
Keyboard and Strings / Raye Walters - Drums / Herbert Story, Sr. 
Bass / Franklyn Thomas 

PRODUCTION: Producer / James Viner - Executive Producer / Jimmy Walker - 
Recorded at Quad Studio, Camden, N.J. - Recording Engineer/ 
Bill Holland - Remix / Alpha Studio, Phila., Pa. 

All selections published by H. Anderson and Mighty Three Music Co. (BMI) 
unless otherwise indicated 

PERSONAL MANAGEMENT: Jimmy Walker Enterprises, 5815 North Broad St. 

Philadelphia, Pa. 19141, (215) 224-4700 

Unauthorized duplication Is a violation of applicable laws. © ® 1980. 
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Musicians 



Drums & Percussion: Herbie Story 
Mario Lewis 
Lennie Jordan 

Synthesizer: Charles Emory 


Keyboard: David Winslow 
Michael Young 
Al Ingram 
Robert Preston 
Kevin Wilkins 


Directors: 

Bea Trotter 
David Winslow 
Dawn Winslow 
John Drayton 
Robert Preston 
Jeffrey Jocobs 


Bass: Franklyn Thomas 


Everything Has Worked Out Alright — Soloist: Robert Preston 
He Paid It Ail — Soloist: Freeman Wilson 
He Brought Me Out 

Present Your Body — Soloist: Cleveland Bunton 
He’s Right On Time — Soloist: Derrick Sanders 


Recorded by: Aura Sonic Recorders - Engineer: Steve Remote 


Mixed at 39th Street Music, NY, NY 


Thanks for Photograph goes to: Philadelphia Convention and Visitors Bureau 


Exec. Producer: Milton Biggham 

Design by: Woolafjfjlltrdan 

Creative Designers, New Yotk 


It’s An Uphill Journey — Soloist: Gloria Neal 

Turn To God — Soloist: Tammy Story 

Take Me Higher In You Lord — Soloist: Paula Holloway 

Soon Will Thou Come Again — Soloist: Ann Roy 

Christ Is Proclaimed — Soloist: Keia Story k 


©• 1985 PRINTED IN U S A ALL RIGHT3 RESERVED UNAUTHORIZED DUPLICATION IS A VIOLATION OP APPLICABLE LAWS 

SAVOY RECORDS, INC., P.O. BOX 279, ELIZABETH, N.J. 07207 




uunwuiuuiwi 






ELD- 1940 


\ i 

1 J| 




t. r* 



k 


X 


1 i 


W ' 

t 




t RifM»ER 








HELP 
*1 ME MINE 
PENNY LANE 




ELD- 1940 
STEREO 


FRANCK POURCEL 


THE BEATLES 


LET IT BE 
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MICHELLE 

HERE THERE AND EVERYWHERE 

ELEANOR RIGBY 
HEY JUDE 
OB-LA-DI OB-LA-DA 
DON’T LET ME DOWN 

GIRL 

YESTERDAY 


(John Lennon - Paul Me Cartney) 

i. e. M. p. s. a. # (George Harrison) 
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Philadelphia Gospel EDG 20002 


THE EVELYN GRAVE DRAMA ASSOCIATION MASS CHOIR 

“Will You Be Ready’’ 


Words of Dedication: 

This album is dedicated to the soon return of our Lord Jesus Christ. It is the E. G. D. A.’s 
sincere desire that everyone be ready to go back with Him, for the Rapture will take 
place and we shall be caught up to meet Jesus in the air, “and so shall we ever be with 
the Lord.” 

“ WILL YOU BE READ Y?” This theme is designed to prick the heart of everyone that 
comes in contact with this album. It is centered around a vision given to Dr. Graves by 
God, where the sun was going quickly down behind the trees. “TELL MY PEOPLE 

Acknowledgements: 

1. Carol Antrom • 2. Carl Bright • 3. Dr. Howard Sameson 


THAT MYCOMING IS LIKE THE SETTING SUN, AND SO SHALL MY COMING 
BE,” saith the Lord. The play, “The Rapture” which is so well known and loved by 
many is centered around this vision as well. Everywhere we go, we are commanded to 
take this message. For Jesus is coming, yes, “in the twinkling of an eye.” “Even so, 
come Lord Jesus” — but, “ WILL YOU BE READY?” 

The songs on the coming of Jesus were written by members of the Evelyn Graves 
Drama Association, our Brothers Cornell Key, Walter Jones and Derrick Pelham, 
under the inspiration of the Holy Spirit, because of the nearness of His coming. 

Dr. Evelyn Craves 

• 4. Dr. Evelyn Graves — Love, The E.G.D.A. Mass Choir 


Selections: Side (A) 


Side (B) 


Dedicatory Address — Dr. Evelyn Graves 


1. Beloved 

Carl Bright; So/o/st-Alvin Griggs 
Directress - Jackie Scales 

2. He’s Coming Again 

Lyr/cs-Derrick Pelham; Music-Bany 
Myles; Director - Walter Jones 



3. It’s Time 

Walter Jones; So/ofst-Shirley Kinlaw 
Directress-Hharon Flythe 


**4. Will You Be Ready 

Lyncs-Cornell Keys; A/us/c-Carol 
Antrom; Solist - Ross Hill; Directress- 
Dolores Brown 

*5. Magnify The Lord 

So/o/jt-Dolores Brown; 

Director - Walter Jones 

6. Love Lifted Me 

Public Domain 
Directress-Caprice Griggs, 

Michelle Samuels 

7. My Hope Is Built On 
Nothing Less 

Public Domain 
Directress-Caprice Griggs 


Musicians: 


7. 

1. Harry Wescott - Tenor Sax 8. 

2. Alvin Griggs - Alto Sax 9. 

3. Frank Taggert - Trombone 10. 

4. Rubin Eaddy - Trumpet 11. 

5. Bernard Cusaac - Drums 12. 

6. Thomas Dendy - Bass 13. 


Richelle Hill - Piano 
Jonathan Wright - Organ 
Carl Bright - Piano 
Barry Myles - Piano 
Walter Jones - Organ 
Sharon Crafton - Tambourine 
Michele Bell - Tambourine 


Coordinator: Barbara Ricks 
Cover Designed By: Alvin Griggs 

All Selections — Philadelphia Gospel Publishing Except ‘Savoy Publishing Co. and **Robert Antrom Publishing 
Recorded at Starr Recording Co., 201 St. James Place, Philadelphia, Pa. 

Also Available In 8 Track & Cassette Tapes 


1979 Philadelphia Gospel P and C. Unauthorized duplication is a violation of applicable laws. 
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LIKE A ZOMBIE 
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THE LINCOLN CONSPIRACY 


SIDE ONE 

LIKE A ZOMBIE 

(Tom Burkard) 

IN THE YEAR 2525 

(Zager and Evans) 


LIKE A ZOMBIE 

(Tom Burkard) 

Hidin' out in the twilight zone 

Can't seem to find the right way home 

Always so high you can't talk straight 

Change your act before its too late you're 

Like a zombie tost in the snow 

Like a zombie don't know which way to go 

Like a zombie tost in space 

Like a zombie you're out of place 

Just seems like a regular guy 

Until he patties and gets high 

Always works hard by day 

But at nitjht he blows his pay he's 

Like a zombie tost in the snow 

Like a zombie tost in space 

Like a zombie you're out of place 

Can't realize he's bumin' out 

He can't hear and makes people shout 

Always so high in the night 

Uke a zombie he ain't right he's 

Like a zombie lost in the snow 

Like a zombie don't know which way to go 

Like a zombie lost in space 

Like a zombie you're out of place 

Always hangm' with the fools on the hill 

Pretty soon they'll be readin' his will 

People wno love him all will cry 

Cocaine Charlie's bound to die he's 

Uke a zombie tost in the snow 

Uke a zombie don't know which way to go 

Uke a zd nbie lost in space 

Uke a zombie you're out of place you're 

Uke a zombie tost in the snow 

Like a zombie don't know which way to go 

Like a zombie lost in space 

Like a zombie you're out of place 

Like a zombie, like a zombie. 

Like a zombie, like a zombie 


IN THE YEAR 2525 

(Zager & Evans) 

In the year 2525 if man is still alive 

If woman can survive they may find 

In the year 3535 ain't gonna need to 

Tell the truth you'll tell no lies 

Everything that you do and say 

Is in the pill you took today 

In the year 4545 ain't gonna need your teeth 

Won't need your eyes 

You won't find a thing to chew 

Nobody's gonna look at you 

In the year 5555 your arms and limbs at your side 

Your legs got nothin' to do 

Some machine's dom that for you 

In the year 6565 ain't gonna need no husband 

Won't need no wife 

You'll pick your sons pick your daughters too 
From the bottom of a long black tube whoah-wo 
In the 7510 his gods are cornin' this could be the end 
Maybe he'll look around himself and say 
Guess its time for thejudgement day 
In the year 8510 God's gonna shake you mighty bad 
H' Jf either say I'm pleased where man has been 
Or tear it down and start again 
In the year 9595 I'm kinda wonderin' 

If man is gonna be alive 

He'd taken everything this old earth can give 

And never put back nothin' 

Now " been 10,000 years man has cried a billion leafs 
For what he never knew now man s reign is through 
But through eternal light the twinkling of starlight 
5o very tar away maybe its only yesterday 
In the yr-ai z525 if man is still alive 
'I / ornari r in survive they may find 
In r>r year 2525, iri the year 2525. in the year 2525 
l' • the year 2525. in the year 2525, in the year 2525 
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I WANNA TESTIFY 

(G. Clinton & D. Taylor) 

Friends inquisitive fremds are asking 
What's come over me 
A change there's been a change 
And its oh so plain to see 
Love just walked in on me 
And took me by surprise 

Happiness surrounds me you can see it in my eyes 
Now it was just a little while ago 
My life was incomplete 

I was down so doggone low had to look up at my feet 
And don't ya know that 

I just wanna testify what your love has done for me 
Everybody sing I just wanna testify what your love 
Has done for me 

Ooh ooh luscious sure been delicious to me 
Ooh ooh luscious sure been delicious to me aahl 
Once I was a power man in a lonely heart did dwell 
Then love came sneakin' upon me 
Bringm' life to an empty shell 

Now I've heard so many times before that love can be so bad 
But I just wanna tell you people its the best love I've ever had 
And don't ya' know that 

I just wanna testify what your love has done for me 

Everybody sing I just wanna testify what your love Has done for me 

Ooh ooh luscious sure been delicious to me 

Ooh ooh luscious sure been delicious to me aahl 

ljust wanna testify I wanna testify 

I just wanna testify I wanna testify 

ljust wanna testify I wanna testify 

ljust wanna testify I wanna testify 

Produced by the Lincoln Conspiracy 

Recorded and Mixed at JMM Studios, Metuchen. NJ 

Jerry Manno - Engineer 

Tom Burkard - Words and Lyrics to "Like A Zombie," 

"The Corvette Lady." The Girl Next Door" 

Tom Burkard - Lead Vocals and Harmonies 
Dave Bruno - Drums. Percussions 
Paul Papandrea - Lead and Rhythm Guitar 
Ralph Eberspacher - Bass Guitar 
Sue Gomolka - Backing Vocals on The Girl Next Door 
Joe Dona - Backing Vocals on "The Corvette Lady" and 
"The Girl Next Door" 

Jerry Manno - Backing Vocals on "The Corvette Lady" 

Albie Gomolka. Jr. - Featured as President Abraham Lincoln 
Sue Gomolka - Featured as Lincoln's Lady 
Album Photos by Michael Turlik 

SPECIAL THANKS TO: 

Jesus Christ for Giving us Talent, Motivation and Patience, All South 
Amboy Friends. Nancy Burkard. Dr. Robert Schuller for inspiration, 
Felix Cavaliere of the Young Rascals, Brenda Bruno, Mom and Dad 
Gomolka. Kathy Luna, Mom and Dad Papandrea. Chen and Joan 
Papandrea, Alix Rauschman, Mom and Dad Eberspacher, Nancy 
Kurtiak, Don Deolivera. Patrick Flynn. Chris Diamaria, Jessica and 
Connie Hulsart, Scott MacNamara, all who believed in us. and 
especially you. who buy this album ENJOYIII 

This Album is Dedicated with Love to Victoria Burkard 
of South Amboy, NJ and Sarah Burkard 
of Dover-Foxcroft, Maine. 

For information of the Lincoln Conspiracy Fan Club, 

Write To: Jersey Shore Records 548 Washington Ave. 
South Amboy, NJ 08879 



SIDE TWO 

THE CORVETTE LADY 

(Tom Burkard) 

I WANNA TESTIFY 

(G. Clinton and D. Taylor) 

THE GIRL NEXT DOOR 

(Tom Burkard) 


THE CORVETTE LADY 

|Tom Burkard) 

She's got everything one man can dream 

She's the fire in my eyes she's everyone's queen 

When you see her comm' down the street 

You'll know what I mean and 

She's the Corvette Lady Corvette Lady 

Corvette Lady drives me crazy 

Corvette Lady always drives me crazy 

She's always cruisin' around the town 

So many guys hope to get her down 

But they'll soon find out 

She's no runaround 

She's the Corvette Lady. Corvette Lady 

Corvette Lady drives me crazy 

Corvette Lady always drives me crazy 

She's always givin' foxy show 

Even for people she doesn't know 

But she's lookin' for a guy who'll be true and 

She's the Corvette Lady. Corvette Lady 

Corvette Lady drives me crazy 

Corvette Lady always drives me crazy 


THE GIRL NEXT DOOR 

(Tom Burkard) 

The girl next door, the girl next door 
I opened up the Gallery magazine 
And soon fell in love with a beautiful queen 
She's lookin' so fine in just a smile 
And cool cat hat 

I'd sure like to show her where its at 

With long blond hair and big blue eyes 

This pretty little thing is standin' five feet five 

She's a new contestant for the girl next door 

I'm in love with the girl next door 

She showed me some but I need mote 

I’m in love with the girl next door 

Gonna find her number and knock on her door 

Every month its someone new 

In birthday suits teasin' me and you 

Wonder what happens when the pictures done 

Do you think they get to have some fun? 

All kinds of women have their hopes on winmn' 

Just havin' fun shootin' to be number one 

They're sure lookin' good only wish that I could 

Party with them all night long 

While I sing this new love song 

I'm in love with the girl next dooi 

She's showed me some but I need more 

I'm in love with the girl next door 

Gonna find her number and knock on her door 

Her picture will be all over the world 

She's bound to be society's girl 

She'll be livin' high and every guy will try 

To take her home make her his own 

So much beauty, style, and grace 

Lots of charm and a covergrrl's face 

She's the finest lady you'd ewr see 

The sexiest thing desired by you and me 

I'm in love with the girl next door 

She showed me some but I need more 

I’m in love with the girl next door 

Gonna find hei number and knock on her door 

The girl next door, the girl next door. 

The girl next door, the girl next door 
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GET THE LIGHT OF JESUS (In Your Heart) 




This album is dedicated with love to my mother, 

Marion J. Washington, for her constant encouragement, 
and in memory of my father, Joshua J. Washington, 
who was so instrumental in getting me started 
in the music field. 


EXECUTIVE PRODUCERS: 
John T. Blackwell, II 
Jerry Artis 

CO-PRODUCERS: 

James Washington 
Londa Hentges 

RECORDED AND MIXED A T: 
Premiere Studio, 
Portsmouth, VA 

ENGINEERS: 

Isaiah (Ike) Owens 
Londa Hentges 
John T. Blackwell, II 

COVER PHOTOGRAPHY: 

T.F, Howcott! 

Image Makers 

COVER LAYOUT: 

Johnese H Blackwell 


MUSICIANS: 

Bass: Del Davis 
Drums: Charles Hunter 
Guitar: Joe Ciccarello 
Piano: James Washington 
Londa Hentges 

SYNTHESIZER: 

Londa Hentges 
James Washington 

SYNTHESIZER PROGRAMMING: 
Londa Hentges 

VOCAL ARRANGEMENTS: 

James Washington 
Londa Hentges 

RHYTHM ARRANGEMENTS: 

Londa Hentges 
James Washington 

DRUM MACHINE PROGRAMMING: 
Londa Hentges 


BACKGROUND VOCALISTS: 

LaDonna Hawkins 
Frank Elliott 
Isaiah (Ike) Owens 
Dottie Perry 
Joyce Peterson 
Brenda Richardson 

SPECIAL THANKS TO: 

First Baptist Church - Berkley 
Dr. William Tyree, Pastor 
Norfolk, VA for photography location 

CONTACT: TMI 

505 Washington Street, Suite 603 
Portsmouth, VA 23704 
(804) 398-8040 


’Copyrlflht ©1986 By Communique Music. Inc ASCAP and 
Pinnacle Music ASCAP All rights reserved Used by special 
permission of Spectra Copyright Management, Inc 
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SIDE ONE: GOOD TIME TONIGbX * BABY IT’S YOU • HER HEART GOT IN THE WAY 

• THE FAMILY OF MAN • WHAT LOVE CAN DO. 

SIDE TWO: LOVE MUST KNOW HARD TIMES* • LOVE SONG 
• ALL THE THINGS AMERICA SHOULD BE • VALLEY SONG 
• I ONLY WANNA BE YOUR FRIEND 





GOOD /TIME 
TONIGHT 




PRODUCED BY: SONNY GARRISH and WESLEY PARKER 
*J. R. WILLIAMS 

RECORDING AND MIXING ENGINEER: RONNY LIGHT and 

’BERNIE VAUGHN 

RECORDED AND MIXED AT The Reflections, Nashville, TN. and 
‘Doc’s Place, Hendersonville, TN. 

Mastered by GLEN MEADOWS at MASTERPHONICS, Nashville, TN. 
MUSICIANS: Lead Guitar, GREG GALBRETH; Rhythm Guitar: BRUCE WATKINS; 
Steel Guitar and Dobro, SONNY GARRISH; Keyboard and Synthesizer, GARY 
PRIM; Bass Guitar, JACK ROSS; Drums, JERRY KROONS; Trumpet, JERRY 
MOORE; Back Up Vocals, SUDIE BAKER, LAVERNA MOORE and DWAYNE 
WEST; Session Leader, SONNY GARRISH. 

Photography, FRANK GARNER; Art Direction, NANCY GRAVER. 


All Songs Written by Wesley Parker / 

All Songs Published By MAINGROVE MUSIC, BMI Except for 

LOVE MUST KNOW HARD TIMES’ 

Published by Boll Weevil Publishing, BMI (’previously released) 

Garden Isle Records is a Division of MAIN GROVE ENTERPRISES, 226 E. Main 
St., Lock Haven, PA 17745 USA and 10 Arthur Hills, Shanklin, Isle of Wight, 
England, UK. 

© 1983 MAINGROVE ENTERPRISES 
GARDEN ISLE RECORDS U.S. Reg. Applied for. 

A special thanks to the many greatly talented people who 
have contributed to this album — without them, it could 
, never have been accomplished. 
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Page 1 

3575 Cahuenga Btvd. West 
Suite 555 

Los Angeles, CA9L S 


CITY RHYTHMS #6 
with spotlight on 
LIONEL RICHIE 

Airdate: September 23, 1984 



ABC 

FM RADIO 
NETWORK 



Running Time 


Segment Time 


00:00 


SIDE 1 
SEGMENT 1 

INTRO: "Up from the streets. . . 

HELTQ/Lionel Richie - Brockman Music (A) 

BRICKHOUSE/Commodores - Jobette Music/Conrredores Ent. (A) 
GLAMOROUS LIFE/Sheila E. - 

NETWORK SPOT: Sugar Assoc. /Champale /English Leather 30/30/30 

(OUT CUE) Voice out cold withrrv^ 

" . . .to jump ship. " 


15:55 


?77 A lOxs^f-fA 


■o 


15:55 


Local Availability 

T ~ // 

1:30 

17:25 INTRO: 

/ SIDE 2 

"I'm Frankie Crocker.. SEGMENT 2 



37:27 


Steeple Chase Music (B) 

EASY / Corrmodores - Jobette Music /Corrmodores Ent. (A) 
YOU ARE/Lionel Richie - Brockman Music (A) 

NEXT LOVE /Deniece Williams 

NETWORK SPOT: Canandaigua Wine/Sugar Assoc. 30/30 

(OUT CUE) Voice out cold with... 

X " — Sugar Assoc ■ , Inc . " 


Ltd/ 


20:02 


Local Availability - /: ■ 


- 


2:00 


39:27 


SIDE 3 
SEGMENT 3 

INTRO: "I'm Frankie Crocker... 

ALL NIGHT LONG (ALL NIGHT) /Lionel Richie - Brockman Music (A) 
CARIBBEAN QUEEN/Billy Ocean - N/A 

THREE TIMES A LADY /Commodores - Jobette Music/Cammodores Ent. 
TRULY/Lionel Richie - Brockman Music (A) 

NETWORK SPOT: Sugar -Assoc . /Chanpale/Heaven Scent 30/30/30 

z TOUT CUE) Jingle fades after. . . 

. . Heaven Scent . " 


(A) 


60:08 


20:41 


Local Availability 




-Ti 


6o 


1:30 


CONTACT: 

CONTACT: 


Beverly Padratzik, ABC FM RADIO NETWORK, with any scheduling 
questions. (212)887-5690 

ABC WATERMARK re: damaged discs or non-receipt of programs. 

(800) 423-2502 or(818) 980-9490 



3575 Cahuenga Btvd West 
Suite 555 

Los Angeles, CA 90068 
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Running Time 


Segment Time 


SIDE 4 
SEGMENT 4 

61:38 INTRO: "I'm Frankie Crocker — 

YOUR LOVE'S GOT A HOLD ON ME/Lilo Thomas - Bush Bumin' Music Inc. /Johnnie Hoe 
Music (A/B) 

STILL/Conmordoes - Jobette Music/Commodores Ent. (A) 

NETWORK SPOT: Canandaigua Wine/English Leather 30/60 

73:28 (OUT CUE) Voice out cold with. .."to jump ship." 11:50 


Local Availability l 


/&-MN t 


— Yj ;vC (A 1 
A 


— f*= 


1:30 


74:58 


SEGMENT 5 

INTRO: "I'm Frankie Crocker... 

ENDLESS LOVE/Lionel Richie & Diana Ross - PGP Music /Brockman Music (A) 
SWEPT AWAY/Diana Ross - Hot Cha Music/Fast Buzza Music (B) 

NETWORK SPOT: Sugar Assoc. /Champale /Heaven Scent 30/30/30 

(OUT CUE) Jingle fades after. 

Heaven Scent." 


88:07 


A 


7 /J i Ua 


- 


13:09 


Local Availability 


r- 






1:30 


89:37 


SEGMENT 6 

INTRO: "And that'll wrap... 

OUTRO: "and Inner City Broadcasting." 


: 37 


THEME UP AND UNDER WITH TALK UNIT ENDING AT: 90:14 

THEME TO: 90:45 


Promos 


Promo 

#1: 

INTRO: 

OUTRO: 

"Hi , this is Frankie Crocker . . . 
"...on CITY RHYTHMS." 

:07 

Promo 

#2: 

INTRO: 

OUTRO: 

"Hi, this is Frankie Crocker 

" — and Lionel Richie." 

: 08 

Promo 

#3: 

INTRO: 

"Hi, this is Frankie Crocker... 
"...here on CITY RHYTHMS." 

: 08 

Promo 

#4: 

INTRO: 

"Hi, this is Frankie Crocker — 
"... and Lionel Richie . " 

: 08 
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FORMAT AND COMMERCIAL CLOCK 

NETWORK MINUTES 
USED ~l 


HOUR 1 


LOCAL MINUTES 
AVAILABLE 


AIR DATE 9 / 23 /84 



ABC Watermark 


Commercials included on record 



ABC 

A | FM 

> r NE 


ABC 

RADIO 
NETWORK 





ABC Watermark 



^KABC 

} FM RADIO 
^►'NETWORK 







DICK 


WENDEL 


TH€ 

DAISY JUG BRAD 


You hold in your hands another milestone 
for DJB. Founded as a gag in 1971, this 
band has continued to astound audiences 
from New York to Kentucky for almost a 
decade. With their humor, talent, and 
incredible choreography, this band strikes a 
responsive note in almost everyone. 

Perhaps audiences react to the streak of 
insanity that runs through the band. For, to 
the Daisy Jug Band, nothing is sacred, 
nothing is safe, and little makes sense. 
Maybe the band is merely an extension of the 
world around them. 

But, whatever the reason, the Daisy Jug 
Band succeeds. From tents to television. 


from parties to parades, cook-outs to 
conventions, the DJB has entertained 
thousands of people. 

To be fully appreciated, the band must be 
seen. It is a visual feast— color, motion, and 
sound clash in a symphony of pandemo- 
nium. But the album gives some idea of 
what a show is like. It’s a live album, 
recorded during a club appearance. The 
voices aren't dubbed. The reactions are real. 
The applause spontaneous. 

So get a brew, open the windows, turn up 
the stereo, and turn on the neighbors to one 
of the most insane, innovative, ingenious 
groups around— the Daisy Jug Band. 



WITH HELP FROM OUR FRIENDS 


MAC 



JOE 
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A NOTE FROM THE BAND 

This album is intended primarily as a sourvenir, 
something you can take home after a night partying 
with the band. Something to put on when you tell a 
friend, “I went into this place and there was this 
crazy band. . .” and find yourself unable to explain. 

It was recorded live at the Club Capri in Levittown. 
We owe a special thanks to Joe Simeone, the owner 
of the Club. He has been a great friend for a long 
time. 

We’d also like to thank Tom Fannin, the 
announcer on side 2, for his help and his patience. 

And, most of all, we’d like to thank “you and you 
and you— no, you— hey, you!” So put on the record, 
chuckle, and enjoy the memory. 

F.U.B.A.R. 


SIDE ONE 


SIDE TWO 


1. MTA 

2. FEATHERBED 

3. PARAKEETS 

4. TRUCKIN’ 

5. ROCKY MOUNTAIN HIGH 

6. MOUNTAIN DEW 


1. DEAD SKUNK 

2. JUG BAND MUSIC 

3. COUNTRY BOY 

4. CONEY ISLAND 

5. BLUES 

6. SATISFIED 

7. ROCKY TOP 
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RECORDED BY: Joe’s Recording Studio Mobile Unit 
RECORDING ENGINEER: Dewey Williamson 
MIXING ENGINEER: Vann K. Weller 
ASSISTANT ENGINEER: Michael Hagerty-Roach 
PHOTOGRAPHY: Kathleen O’Donnell 
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THE 


Side One 


XTC: It's Nearly Africa 

Andy Partridge: Lead and backing vocals, semi-acoustic 

guitar, alto sax 

Colin Moulding: Fender bass 

Dave Gregory Prophet 5, backing vocals 

Terry Chambers. Drums, drum synthesizer, percussion 

Hans de Venie Special guest vocal support 

Composed by Andy Partridge 

Produced and mixed by Hugh Padgham and XTC 

Engineered by Hugh Padgham 

Record«*d at The Manor, Oxfordshire, Autumn 1 981 


ALHAJI IBRAHIM ABDULAI AND HIS DAGBAMBA 
CULTURAL GROUP: Zuu-Waa 

Leader Alhaji Ibrahim Alwlulai 
Gungon captain Fuseini Alhassan 
Drummers Adam Iddi, "Lun-Naa", Aburari Alhassan 
Recorded in Northern Ghana by |ohn Miller Chernoff 
in 1981 


DRUMS OF MAKEBUKO: Burundi 

Recorded by La Radiodiffusion Nationale du Burundi. 
24th September 1977. 


PETER GABRIEL: Across The River 

Peter Gabriel. Fairlight CMI, voice, surdu 

Shankar: Double-necked violin 

David Rhodes Guitar, voice 

Stewart Copeland drums, percussion 

Produced by Peter Gabriel and David Lord 

Engineered by David Lord. Arranged by Peter Gabriel 

Composed by Gabriel, Shankar, Rhodes, Copeland. 

Recorded and mixed at Shabby Road Studios and Crescent 

Studios. Bath 


EKOME: Kpan Logo 

Ekome Arts are. 

Barry Anderson, Lorna Anderson, Norman Stephenson, 
Pauline Anderson, Angela Anderson, Pauline Hawthorne, 
Thelma Hawthorne, Sharon Francis (who are all dancers) 
and George Dzikunu, Richard Davis, Trevor Francis, 
Stephen Blagrove, Garnet Patterson, Maxine Hawthorne 
(who are all drummers). 

The majority of the company sang 
Recorded at Crescent Studios, Bath, 1981 
Produced by David Lord, engineered by Steve Street 


BEAT: Mirror In The Bathroom 

Saxophone 
Andy Cox Guitar 
David Steele Bass 
Everett Moreton Drums 
Ranking Roger Voice 
Dave Wakeling Voice. Guitar 

"Mirror In The Bathroom" was re-mixed at The Roundhouse, 
London. May 1982 


PRINCE NICO MBARGA AND ROCAFIL JAZZ: 

Sweet Mother 

Produced in Nigeria 1976 by Rogers All Stars (Nigeria) Ltd 
Prince Nico Mbarga Lead guitar, vocalist 
Thommysoo Kumm: Vocalist 
Pirol Vocalist 

Franeo Okolo Conga player 
lean Chachua Rhythm guitarist 
Morris: Bass guitarist 
Ashagasha Drums 


MIGHTY SPARROW: Music and Rhythm 

Written and produced by Slinger Francisco 
Arranged by U Belfast and Slinger Francisco 
Engineered by N. Case 
Re-mix by B Lee 


RICO: What You Talkin' Bout 

Rico Rodriquez: Vocal, trombone 

Dick Cuthell. Cornets, percussion, backing vocal 

lerry Dammers: Organ 

Wims Wimshurst’ Guitar 

Satch Dixon Percussion 

Tuny 'Groco' Uta: Percussion, backing vocal 

|ohn Bradbury Drums 

Horace Gentleman Bass 

Rico, lerry, John and Horace appear ( ourtesy of Chrysalis 
Composed by Rico. Published by Rock Music Co Ltd 
Produced by Dick Cuthell 

Recorded at Riverside Studios, London, December 1981 

Mixed at |am Studios, London, May 1981 

Thanks to )am Studios for their co-operation in this project. 


MORRIS PERT: Marrakesh 

Morris Pert Percussion. Prophet synthesiser 
Garry Kettle: Percussion 
I im Holmes: Soprano sax 

(Composer: Morris Pert Publisher Josef Weinberger, 
I ondon) 
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Pete Townshend: Guitar, Violin, Keyboards, vocals. 

|ohn Entwistle Bass 
Rabbit Piano 
Kenny lones Drums 

Produced and mixed by Pete Townshend and Steve Lillywhite 
at Eel Pie Studios, Twickenham 
Composed by Pete Townshend 


VIC COPPERSMITH-HEAVEN: Pengosekan 

Preston Hayman. Percussion. Gamelan 

Vic Smith Guitars, Gamelan 

Tony Levin: Bass Paddy Bush: Gengong 

lohnny Warman: voice 

Composed by Vic Coppersmith-Heaven 

Produced by Vic Coppersmith-Heaven at Eel Pie Studios, 

Twickenham, and The Manor, Oxfordshire. Spring 1982 

Engineered at The Manor by Richard Manwaring 

Published by Heaven Music Remixed at Crescent Studios 


DAVID BYRNE: His Wife Refused 

David Byrne: Vocals, bass, guitars 

Yogi Horton Drums 

lohn Chernoff: Gung Gong 

Bernie Worrell: Mini Moog 

Adrian Belew Steel drum guitar 

Composed and produced by David Byrne 

Commissioned by The Twyla Tharp Dance Foundation Inc 

Recorded at Celestial Sound and Olympic Sound (London) 

Mastered at Sterling Sound by Greg Calbi 


ALHAJI BAI KONTE AND MALAMINI JOBATE: 
Sudurum Kumbosora 

Alhaji Bai Konte Lead voice. Kora 

Malamini lobate Kora. Voice 

Engineered and produced by David Lord at Shabb\ 

Road Studios 


BALINESE KETJAK — A short excerpt from The Ramayana 
Monkey Chant 

Recorded by Vic Coppersmith-Heaven in Bali, February 1982 


LONESI CHEWANE AND |ONI HETARA: Mkazi Wa Mulomo 

Lonesi Chewane: Magogodo xylophone 

|oni Hetara: Magogodo xylophone 

Recorded by Hugh Tracey, Katunga. Malawi, 1958 

Published by African Music Society — Folktracks 

Folktracks recording FSA 45805 


JON HASSELL: Ba Benzele 

Recorded in concert at Ontario College ol Art, Toronto, 

November 14 1981 

|on Hassell Trumpet 

Michael Brook: Mbira 

Aiyb Dieng Talking Drum 

Brian Eno: Treatments/synthesiser background 

Richard Henderson: Live mixing 

Recorded by Paul Fitzgerald 

Remix by Michael Brook 


SHANKAR AND BILL LOVELADY: Himalaya 

Shankar. Violin, vocals 
Bill Lovelady Guitars, vocals 
Peter Oxendale: Prophet 5 
Chu Chu Merchan Bass 
Nic France: Drums 

Recorded on The Virgin Barge Studio. London, on 
March 26th-28th 

Composed and produced by Shankar and Bill Lovelady 

Engineered by lohn Rowland 

Remixed at Crescent Studios, Bath, by David Lord 


NUSRAT FATEH ALI KHAN: Noor Azli Chamkia 

Nusrat Fateh All Khan Lead Vocals 
Muiahed Mubarek Ali Khan Vocals 
I arakh Ali Khan Harmonium, voi als 
M. Iqbal Qlisoori; Vocals 
lhalid Vocals 

Recording licenced through Oriental Star Agencies, 
Birmingham 


PETER HAMMILL: The Ritual Mask 

Peter Hammill Voice. Kora. Chinese drum. Bodhran and lentil 
shakers 

Re< circled at Sola Sound and mixed at Crescent Studios 
Bath, 1982 

Produc ed by Peter Hammill 
T ngineered by Peter Hammill and David Lord 


HOLGER CZUKAY: Persian Love 

Holger Czukay: Guitar, keyboards, synthesizer. 

short waves, bass 

laki Liebezeit: Drums, congas 

Composed, recorded, mixed, edited and 

produced by Holger Czukay 

Advised by Conny Plank 

Recorded at Inner Space Studio 

Mixed at Conny s Studio 


PVC 201 


MnrKolod by JCm Records Inc . South Plainfield NJ 070*30 Reseda CA 91335 
WARNING Unauthorised duolicalion is « viotalioo ol appLi'aNo laws 
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JESUS /S THE GREATEST LOVE 
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JESUS IS THE GREATEST LOVE 

DEBRA THOMAS ALAFFITA 
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7. JESt/S /S THE GREATEST LOVE (3:25) 

(D. Alaffita) 

2. BLESSED BE THE NAME OF THE TRINITY (2:45) 

(D. Alaffita) 

3. PRAISE YE THE KING (2:45) 

ID. Alaffita ) 

4. / WANT TO LIVE IN PARADISE (2:30) 

ID. ALaffital 

5. JESUS IS THE GREATEST LOVE (3:25) 

INSTRUMENTAL 

ID. Alaffita) 




) 


SIDE TWO 

1. JESUS LIVES IN ME (5:30) 

ID. Alaffita I 

2. / BELIEVE IN MIRACLES (4:00) 

\ ID. Alaffita) 

3. PRAISE GOD THETTfRSOF HOSTS (5:00) 

ID. Alaffita) 

Special Thanks to: 

James Williams and Family 

© 1987 


FOR MORE INFORMATION CONTACT: 

DEBRA THOMAS ALAFFITA 
P. 0. Box 2025 
DeLand, FL 32721 
PH. (904) 736-2867 





PEOPLE 


. . . A 


NEED LOVE FOR EACH OTHER 
DEMAND OF JESUS CHRIST 




1— THE PEOPLE NEED LOVE FOR EACH OTHER 

2— THE CRUMBS 

3 — MOLD ME OVER JESUS 

4— WHY IS THIS? 


5— JEREMIAH’S FIRE 

6— JESUS IS A SOUL MAN 

7— JESUS SET THE WOMAN FREE 




8—1 TOLD IT TO JESUS 


REV. HELEN HARRIS writes and sings songs from 
experiences from which she has endured . . . being 
scorned, rebuked, talked about, criticized, lied about 
and cheated, but yet realizing that every knock is a 
boost — when you live it, you have no friends. 

If it was a smooth journey, and no suffering then 
something would be really wrong. When the Devil 


don’t bother, you better watch out when you make the 
Devil mad. You can know where you stand with the 
Lord. Often times regret gifts because all are in oper- 
ation and people hate, when they see God is really 
using a person because you step on toes, but must do 
the will of the Lord, he is the one that must be pleased 
with our work. Praise the Lord, not mankind. 


THE CRUMBS 




1 HE P-OPIE MEED LCVE FOR EACH OTHER 

" Jf 1 

" Hli 


MOLD ME OVER JESUS 
WHY IS THIS? 
JEREMIAH’S FIRE 
JESUS IS A SOUL MAN 


= 




Piano by Elder Emanuel Coleman 


Drums by 


Organ by Minister C. W. Boydston 



SIDE 2 

JESUS SET THE WOMAN FREE 
I TOLD IT TO JESUS 
I’M FREE 

CHRISTMAS IN MY SOUL 
YOU CAN TAKE IT WITH H.G.P. 

YOU WILL NEVER MAKE IT ON GOOD DEEDS 
CAN I GET A AMEN? 


Now on sale in your record store for your 
record library in gospel music on the 

R.P.H.P. LABEL 

By Rev. H. Harris 

244 Reid Ave., Brooklyn, N. Y. 11233 


All rights protected from duplicates, rapes, records, etc. I ASCAP) 
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STEREO 


THE ROAD 
IS ROUGH 

MISSIONARY ESSIE MOSS 
AND 

THE BILL MOSS CONCERT CHOIR 

FEATURING HIT SINGLES.... 

THE ROAD IS ROUGH 
AND 

SOMETHING WONDERFUL HAPPENED TO ME 

Our very special thanks go to the New Providence Baptist Church Choir. George Fowler. Director, 
Aaron Yancey, Choir Minister, and Sister Esteen Page, Choir Mother, for their contribution and 
assistance in the making of this album. Also to the New Providence Baptist Church. Rev. Edward 
Solomon. Pastor, without whose help this could not have been possible. May God bless and keep 
you all in his loving care. 

Essie and Bill Moss 

CREDITS 


Choir Director — Theresa Williams directing the Bill Moss Concert Choir 

Producer-—- - - ——Bill Moss 

Jewel Coordinators - - - - Donnis Lewis/Herman Finley 

Cover Design - Donnis Lewis 

Front Cover Photo A & M Studios. 7th Mile Rd . Detroit. Mi. 

Backliner Photo - - Maybelline Williams 


MUSICIANS 

Bill Moss 

David Lucas 

Bill Moss. Jr. 

Andrew Kitchener - 

Floyd Kitchener 


Piano & Synthesizer 

— Tambourine 

Organ 

Drums 

Guitar 


SOPRANOS 

Carol Brooks 
Janice Tolar 
Kim Wallington 
Lorraine Stubblefield 
Brenda Hawkins 
Lisa Martin 
Ramona Johnson 
Verlinda Coleman 
Savarior Moss 
James Moss 


ALTOS 

Segandina Brooks 
Patricia Brooks 
Inga Page 
Anita Page 
Regina Keith 
Valeria Dennis 
Bill Moss. Jr 
Yvette Sapp 
Penny Fulton 
Laura Lee 


TENORS 

Ellis Kelly 
Floyd Kitchener 
Andrew Kitchener 
Perry Martin 
Givens Green 
Robert Ware 
George Fowler 
Minister Aaron Yancey 


FOR A LIST OF OTHER GOSPEL RECORDS AVAILABLE SEND 
STAMPED SELF ADDRESSED ENVELOPE TO .JEWEL RECORD 
CORP P.O BOX 1125, SHREVEPORT. LOUISIANA 71163. 

ALSO AVAILABLE ON 8 TRACK TAPE AND CASSETTE 
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728 TEXAS. SHREVEPORT. LOUISIANA 71163 USA 


©© 1982 JEWEL RECORD CORP 

NO I ICE Anyone duplicating this material In whole or part, in any manner 
or form Is liable for criminal prosecution under Federal Law. Reward for in- 
formation Inal will lead to the arrest and conviction rtf any violaL r 
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SIDE ONE 

1. I’LL LET NOTHING SEPERATE 
ME FROM HIS LOVE (6:30) 

(Essie/Bill Moss) Bilmo/Su Ma. BMI 

2. SHOUT HALLELUJAH ANYHOW (4:49) 

(Essie Moss) Bilmo/Su-Ma BMI 

3. I’LL SERVE THE LORD 

(For The Rest Of My Life) (3:28) 

(Bill Moss) Bilmo/'Su-Ma. BMI 

4. WE’VE MADE IT THIS FAR 
(By The Grace Of God) (4:49) 

(Essie/Bill Moss) Bilmo/Su-Ma BMI 

5. WHY? I DON’T KNOW WHY (4:15) 

(Essie/Bill Moss) Bilmo/Su-Ma. BMI 


SIDE TWO 

1. THE ROAD IS ROUGH (4:51) 

(Bill Moss) Bilmo/Su-Ma, BMI 

2. SOMETHING WONDERFUL HAPPENED TO ME (4:51) 

(Bill Moss) Bilmo/Su-Ma, BMI 

3. MY FAITH (4:50) 

(Bill Moss) Bilmo/Su-Ma. BMI 

4. LORD JESUS SHOW ME THE WAY (4:19) 

(Essie Moss) Bilmo/Su-Ma, BMI 



THE NEW PROVIDENCE BAPTIST CHURCH CHOIR 



SIDE A . 

FUSION— JAZZ 


Up (7:00) 

West Indian Island (7:43) 
Timebinder (6:37) 

Two Rivers (6:06) 


SIDE B 

INTEGRAL— JAZZ 

The Attention (5:17) 

The Question (2:22) 

Out of This Came That (11:53) 


The Mark Kramer Trio Album 


Mark Kramer — Keyboards 
William Zinno— Bass 
Michael Dougherty — Drums 


All Selections Mark Kramer 


This is to share with you the joy that I feel in being able to play and write this music. To be honest there are many times 
when the sight of a piano or synthesizer intimidates me because I'm not sure what I am going to do But once enaaoed in a 
right way, it is as if I too am listening, surprised, and moved by the music which appears. This experience leads me to 
conclude that while one's honing of technique and style is essential, it is only preparatory. My movement is to reoeatedlv 
search for a way to join or enter into a state in which I am open to a deeper force or energy - that which can sensitively and 
intelligently edit, organize, or transmute those elements which constitute my musical "bag of technical tricks" While I could 
not deny my role in this music’s creation, neither would I take more than partial credit. It is a very big question of where the 
other part of the credit goes. I understand, though, that it is very good and welcomed energy that awakens me to the fact that I 
am alive. That is what, at times, unites the diverse styles that are on this album. For me, my music opens me to an immediate 
oasis of feeling— reason, in what is otherwise a horrifically interesting, marginally ordered world. 


I was very torn about whether or not to devote the trio’s first album to mainstream acoustic jazz. I came to the realization that' 
while I would also like to present my traditional jazz piano trio work, it would be unworthy of me to turn my back on my own 
calling, just in order to play the "purist" game. Some jazz critics, entreprenuers, and even musicians seem to categorize jazz as 
good when its genre is acoustic-mainstream, but bad when it is in any other style. I can only say that the music on the album 
is sincere. In addition, these compositions whether in latin/fusion or symphonic styles, have proven to unite listener and 
musician within a radiant field in live performance. 


All the selections on this album have stucture and melody, and lots of improvisation. Everything was done live in the studio 
in one take, with hardly any overdubbing. Sometimes while I am writing or playing I hear a very big orchestration, like for a 
thousand musicians. I don’t think the trio sounds like a thousand musicians, but at times it is hard to believe that only three 
musicians are playing on some of the cuts. 


It has been a great experience working with Mike Dougherty (drums) and William Zinno (bass) over the past years.They are 
two fine players whose friendship have really meant alot to me. 


I am happy that this music is now available to you to enjoy. 




Mark Kramer 


Produced By: Mark Kramer 

Special Thanks to: John Anthony 

who engineered and mixed the work at: 

Cherry Sound Studios, Philadelphia, PA. 

Mastered at: Europa Disk, NY 

Album Design: Mark Kramer / James Ehlers 


"I think that Mark Kramer is one of today's most innovative minds in jazz. I have observed his steady progress through many 
styles, and through his associations with well-known world-class jazz talent. He has arrived at an exciting new sound. Mark 
preserves jazz's acoustic heritage while taking advantage of the wide palette of sounds available through today's technology. 
In an age where many players tend towards minimalism, he demonstrates an astonishing ability to juggle many complex 
musical factors simultaneously. 

He is to jazz piano playing, as is Glen Gould to classical playing. ” 


This trio is one of Philadelphia’s best kept secrets" 





...Dr. Jerry Jerome, 
Chairman, 
Department of Music 
Rutgers University, NJ 


...Harriet Coffey, 
while on he air at WZGO-FM, Philadelphia, PA 


"/ know many fine musicians, but I personally don't think that there is a better jazz talent than Mark Kramer. He is brilliant." 

...Dorothy Stone, 
D.A.S entertainment and talent coordination 
Philadelphia, PA 

"Kramer plays with energy, versitility and color. The man has chops" 

...The Daily Pennsylvanian. 


Anyone interested in contacting Mark may do so through: 


Lantern Circle Music 
P.O. Box 297 
Pennsylvania, 19025 


® 1987 E.A.R.S, Inc. 

© 1987 Lantern Circle Music, BMI 


MADE IN USA 


WARNING: All rights reserved 
Unauthorized duplication is a violation ot 
applicable laws. Manutactured by 
E.A.R.S . Inc . PO Bo* 6403. Philadelphia, 
PA 19145 
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HOT SIDE 

SOUL SEARCHIN' (ON THE PHONE) 

(B. KOOB) 

CROSSROAD 

(R. KOOB & D. YOUNG) 


THE CODE IS: 

BILL GASTON-GUITAR, VOCALS BARB KOOB-KEYBOARDS, VOCALS 
BOB PROUTY-DRUMS, MAYHEM DON YOUNG-BASS, VOCALS 

PRODUCED BY "FLAMIN’ HARRY” McGONIGAL & RAY KOOB 

ENGINEERED BY CRAIG “ROCKIN' COOL” SHAFFER 
ASSISTED BY MARK "JAKE” ANDERS 
RECORDED AT DAK AUDIO 

ARTWORK-KIRK DUPUIS/ILENE LICHTER FROM AIRWORX 

BACK COVER PHOTO-MIKE JOHNSON COVER CONCEPTTHE CODE 


HEAVY SIDE 
MAN OF STEEL 

(R. KOOB & D. YOUNG) 



SONGS FROM THE STREET 

(R. KOOB & B. KOOB) 


SPECIAL THANKS GOTTA GO TO: MIKE FRENCH, PAT GECKLE, JOE RAO, 
RON DEMARCO, ALEX RODEMICH, A. A. LUTZ & CO., CATHY ANDERS, 
CATHY JAMES, CYNDY DRUE, TOM RUNTAGH, AL THOMPSON, DOMINIC 
TROILLO, PIP & MIDNIGHT, THE SELDOM FAIR COUNTY POLICE, 
ALEXANDER GRAHAM BELL, EVERYONE WHO’S EVER COME OUT TO A 
GIG AND YOU, FOR BUYING THIS RECORD! 
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CHRIS MARTINO & TRAM 


Chris Martino, a native of Italy, was born in Correleone, 
Sisily. His remarkable versatility is displayed in this album, 
as he sings not only songs from his native land, but also 
gs that are on the commercial charts. When Chris was 
joined by the group “TRAM” about a year ago, his style 
was enhanced by a melodic mixture of voices, rhythm and 
orchestrations. We hope that by experiencing this album of 
“TRAM FAVORITES” you will realize that CHRIS MARTINO 
& TRAM will be a group you will enjoy listening tojind-be 
a part of as long as you can listen and feel. 


PRODLK^EP^R|^?ED AND CONDUCTED BY 

//Wp U TOBY 

* for 

IF NATS FOUR PRODUCTIONS 







SELECTIONS 


Side One 

1. AFTER THE LOVIN' 

2. NEVER NEVER 

3. HEAVEN MUST BE MISSING 
AN ANGEL 

4. DON'T RAIN ON MY PARADE 


5. SAY YOU'LL STAY 
TOMORROW 


6. WHAT I DID FOR LOVE 


Side Two 

1. IT HAD TO BE YOU 

2. HUNDRED POUNDS OF CLAY 

3. YOU'LL NEVER I 

4. DIO COME D'AMO 

5. THIS IS MY LIFE 


TRAM MEMBERS 

CHRIS MARTINO 
(lead singer) 

DOREEN VINCENT 

(vocals, violin, piano) 

MIKE KURECZKA 
(vocals, drums) 

TOM LEONARDIS 
(vocals, lead guitar) 

GENE WARGACKI 
(vocals, piano, organ, bass) 


MUSICIANS PERSONNEL 


Rhythm 

Reeds 

DON FRIO— guitar 

ROMEO PENQUE 

CARMINE D'AMICO — guitar 
JULIE RUGGERIO — bass 

MORTY LEWIS 

RON YACOVETTI — drums 

Strings 

LOU TOBY-keyboard 

MICHAEL FORMAN 
HARRY URBOUT 

Trumpets 

LONNIE BUINIS 

PAT RUSSO 

SAM ZIMMERMAN 

BERNIE GLOW 

JOSE CORTEZ 
GEORGE BROWN 

Trombone 

HARRY ZARATZIAN 

BARRY ROGERS 

SEYMOUR BENSTOCK 


Musical Contractor — RALPH VETRO 

Recorded at VANTONE STUDIOS 
West Orange, N.J. 

Engineer - PEGGY GADICE 
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GET LUCKY (Boys & Girls) 

IN MY SHOES 
ALANA LOVES ME 
PATIO LANTERNS 
THAT'S THE HOLD 

IN YOUR ARMS 
CITY GIRL 
EASY TO TAME 
CAMEO SPIRIT 
HITTINGTHE GROUND 

PRODUCED BY KIM MITCHELL 
FOR ALERT MUSIC INC. 


EXECUTIVE PRODUCER: W. TOM BERRY 
THE BAND IS: 

KIM MITCHELL: VOCALS AND GUITAR 

ROBERT SINCLAIR WILSON: BASS AND KEYBOARDS 

PETER FREDETTE: BACKGROUND VOCALS, 

GUITARS AND KEYBOARDS 

PAUL DELONG PLAYS GRETSCH DRUMS 

ALL LYRICS WRITTEN BY PYE DUBOIS 

RECORDED AND MIXED BY PAUL NORTHFIELD AT 
ANDRE PERRY'S LE STUDIO, MORIN HEIGHTS, QUEBEC 
ASSISTANT ENGINEERS: FRANK OPOLOKO AND 
ROBERT DIGIOIA 

DIGITAL MASTERING BY BOB LUDWIG (A D D.) 

CORRESPONDENCE: 

KIM MITCHELL C/O ALERT MUSIC INC. 

P.O. BOX H9, STATION "J" TORONTO, ONTARIO M4J 4Y8 

PAUL DELONG PLAYS GRETSCH DRUMS WITH R.I.M.S. AND 
SABIAN CYMBALS. 

WOULD THE FOLLOWING PLEASE TAKE A BOW: 

THE "BOOTS", LISA, MARC, DAWN AND MATT, THE ADAMS 
FAMILY, MOSER, SOTET, MUNOZ, CATANIA, NAST, 
DOMBROWSKI, ERDMANN AND EVERYONE ELSE WHO 
WENT FOR SODA. 
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ATLANTIC RECORDING CORPORATION, 75 ROCKEEELLER PI A7A, NEW YORK. NEW YORK 10019 
O A WARNER COMMUNICATIONS COMPANY 15 (0 T98D ATLANTIC RECORDING CORPORATION . PRINTED IN U S A 
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Stares cAnd e Whispers 


tyreda 'Tayne 
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C. Abbnrt.R. Ct 


C. Abbott-F. Payne 3J>0 


E-ST 11700 


stereo 


MASTER OF LOVE 


LOVE MAGNET 


STARES AND WHISPERS 


FEED ME YOUR LOVE 

I GET HltH (ON YOUR MEMORY ) 1 

LOVING YOlJ MEANS SO MUCH 
TOME 


BRING BACK THE JOY 1 


7802 TM Garrod & Lofthouse Ltd 
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Vergia Dishmon 


Side One: 

Give Your All 
Never Alone 
Each Step 

I Remember Yesterday 

Howard Lemon, Writer 


Side Two: 

Praise the Lord 
Jesus and I 
Hold On 
He Touched Me 

William J. Gaither (ASCAP) 

All songs published by Benee Music, Inc . (BMI) except “I Remember 
Yesterday” and “He Touched Me”. 


“Souls will be saved.” 

Rev. Clay Evans, Pastor 
Fellowship Baptist Church 
Chicago, Illinois 


“I’m sure you will agree with me that this is a 
superb album and it shall be a blessing to a 
countless number of God’s people. I 
compliment the musicians, especially 
Larry Addison.” 

Evangelist Ester Smith 
Detroit, Michigan 


“My initial reaction on hearing this artist was 
the feeling that I had been privileged to listen 
to Gospel greatness unsurpassable.” 

Rev. Oris Mays, Pastor 
Boston Baptist Church 
Memphis, Tennessee 



A Division of Howard Enterprises, Inc., P.O, Box 9363, Jackson, MS 39206 


Executive Producers Fred & Jamila Howard 

Produced, Arranged and Written by Larry Addison 
Co-produced by Fred Howard & Ray Smith 

Recorded and mixed at International Recording 
Studios, Pearl, MS by Steve Stringer 

Drums Eugene Bradley 

Percussionist Rufus Mapp 

Key Boards Larry Addison 

Fender Bass Ray Smith 

Fender Bass (“He Touched Me”) .... Greg Robinson 
Guitar Tyrone Armstrong 

Background Vocals Felicia Barnes 

Gregori Grantham 
Larry Addison 
Vergia Dishmon 

Album Concept Shirley & Veronica Howard 

Photo Bill Ray 

Make-up Dino 

Coiffeurs Doug Reynolds 

Studio Coordinators Davie Lindsey 

Willie Dishmon 

Wardrobe Gayfer’s, Metro Center, Jackson, MS 

Layout Visions, Inc., Jackson, MS 


Dedicated to Willie Ross Williams, Jr. 


Special Thanks: 

Jackie Thompson, Rev. Haran Griffin, Larry Armstrong, Rev. A.L 
Barnes, Alan Johnston, Rev. and Mrs. Ezra Towner, Sr., Mr. and 
Mrs. Jimmy Bee, Richard Evans, all our supporters and most of all 
our Lord and Savior, Jesus Christ. 


Management & Booking Contact: 

Howard Enterprises, Inc. Jami | a Lp 2000 

P.O. Box 9363 © 1984 

Jackson, MS 39206 Printed in U.S.A. 

Phone: (601) 362-9107 


Warning: Unauthorized reproduction of this recording is prohibited by law and 

subject to criminal prosecution. 
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TURNED ON CHRISTMAS 


JINGLE BELLS 
WHITE CHRISTMAS 
SANTA CLAUS IS COMIN' TO TOWN 
WINTER WONDERLAND 
THE LITTLE DRUMMER BOY 


RUDOLPH THE RED-NOSED REINDEER 
I SAW MOMMY KISSING SANTA CLAUS 
SILVER BELLS 
FROSTY THE SNOW MAN 
AULD LANG SYNE 






DL 75147 

DECCA STEREO 


TURNED ON CHRISTMAS 


SIDE ONE 
JINGLE BELLS 

Traditional 


THE CANDY STORE 


SIDE TWO 

RUDOLPH THE RED-NOSED REINDEER 

Johnny Marks 


WHITE CHRISTMAS 


Irving Berlin 


PRODUCED BY JOHN WALSH 
Arrangements For Strings And Horns By Richard Rome 


I SAW MOMMY KISSING SANTA CLAUS 

Tommie Connor 



Dacca Storoo Records Can Bo Safely Playod On Today's Monaural Phonographs To The Maximum Sound Capa- 
bilities Ol Your Equipment Yot Will Rovoal Full Stereo Listening Quality When Playod On Stereo Phonographs. 


DECCA RECORDS, A Division of MCA Inc., New York, N.Y., USA 


jANTA CLAUS IS COMIN' TO TOWN 

Haven Gillespie-J. Fred Coots 

WINTER WONDERLAND 

Dick Smith-Felix Bernard 

THE LITTLE DRUMMER BOY 

Katherine K. Davis-Henry Onorati-Harry Simeone 


SILVER BELLS 

Jay Livingston-Ray Evans 

FROSTY THE SNOW MAN 

Steve Nelson-Jack Rollins 

AULD LANG SYNE 

Traditional 


BACK COVER PHOTO: Bill IEVY 
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* STEREO * 

Old Homestead Stereo 
90017 

MIKE LILLY WENDY MILLER 




New Grass Instrumentals 

Wendy Miller and Mike Lilly 



Old Homestead Stereo 


90017 



One 

WINDY CHIMES - 2:10 

W. Miller - Jaymore-BMl 
GHOST RIDERS IN THE SKY - 2:24 
McKINLEY'S MARCH - 2:00 

Arr. Monroe 

TWIN MANDOLIN WALTZ - 2:30 

Arr. W. Miller, N. Faulkner - Jaymore-BMI 

SALT CREEK - 2:31 

P.D. 

PRAYER BELLS OF HEAVEN - 1:26 

P.D. 


Sd . Vu. 


PIC-A-LI LLY - 2:06 

M. Lilly — Jaymore-BMI 

KICKIN' MULE - 2:04 

Arr. W. Miller, M. Lilly - Jaymore-BMI 

LOW AND LONELY - 2:44 
GOLDEN SLIPPERS - 1:55 
P.D. 

SUGARFOOT RAG - 2:12 

Garland 

THE END - 1:35 

M. Lilly - Jaymore-BMI 




MIKE LILLY, Banjo 
WENDY MILLER, Mandolin 
EDDIE CARROLL, Guitar 
ART WYDNER, Bass 
LEE FAULKNER, Second Mandolin, and 
JAMES MILLER, Second Guitar, on “Twin Mandolin 
Waltz” and "Golden Slipers.” 


* 


For Free Catalog of Additional Albums Write: 
OLD HOMESTEAD RECORDS 
P. O. Box 100 
Brighton, Michigan 48116 


Other Albums Available- 

90001 A Tribute to Wade Mainer 

90002 Wade Mainer and the Mainer’s Mountaineers 

90003 The Pleasant Valley Boys-He's Calling Me 

90004 Larry Sparks and the Lonesome Ramblers 

90005 The Miller Bros. -Sacred Songs with a Down Home Flavor 

90006 Lee Allen and the Dev/ Mountain Boys 

90007 Tommy Crank Sings Revival Songs 

90008 Rual Yarbrough and the Dixiemen— Secret of the Waterfall 

90009 Rual Yarbrough and the Dixiemen James Bryan on Fiddle 

90010 Frank Necessary and the Stone Mt. Boys— Cimarron Bluegrass 

9001 1 Don Stover and the White Oak Mountain Boys 

90012 Doug Green Liza Jane and Sally Anne and Friends 

90013 Clyde Moody Moody’s Blues 

90014 Wade Mainer Rock of My Soul 

90015 Joe Issacs and the Calvary Mt. Boys Dreams of Home 


Mike Lilly and Wendy Miller are two of the most exciting young instrumentalists in bluegrass. Deeply and reverently rooted in tradition, 
still their music blossoms brightly with fresh ideas. But more about the music in a moment. 

Miller, 29, started learning mandolin as a boy in his hometown of Campton, Kentucky, from Bill Monroe records -- what mandolin play- 
er didn't? - and from Lee Faulkner who, Wendy remembers, lived way over in a hollow down a dirt road. He was the finest musician around 
and he would sit and play and show me all day long on weekends.” In a reunion on this album, Faulkner joins Wendy in a pair of twin mando- 
lin numbers. 

Lilly, 22, is perhaps the most formidable of young banjo-pickers and certainly one of the most individual stylists around. He was 11 when 
he began learning from his father, Bobby. ‘‘He started me out, and I can still remember sitting there and watching him cut down my first set of 
picks so they would fit my fingers,” Mike says. One of the first tunes his father taught Mike was ‘‘Low and Lonely,” and it appearson this al- 
bum in tribute to, and thanks for, those early sessions. 

Mike and Wendy live in Dayton, Ohio, and have played together casually for several years and intensely for the last two years as mem- 
bers of Larry Sparks' Band, the Lonesome Ramblers. Their styles are different but complementary and each is blessed with the precious combi- 
nation of technical facility and good taste. Their association in Sparks’ band has ignited creative fires in both that have been yielding exciting 
new instrumental tunes and fresh insights into old tunes. 

One of those new ones introduces this album, “Windy Chimes” by Miller. Innovative in concept, it is marked by an old-time flavor 
brightened with modern touches. The mandolin is tuned down into E, so that each string tenors with another. Lilly has his banjo in G. 

“Ghost Riders in the Sky” was recorded in a fast version by Walter Hensley some years ago. Miller and Lilly slowed it down, rummaged 
around in the chord structure and found that it is a considerably more complex piece than most other readings of it would suggest. The result 
is appropriately haunting, with Lilly’s bold banjo choruses-tuned to A-minor, by the way -alternating with Miller s shimmering mandolin 
choruses. Mike uses his tuners to good musical purpose. 


“Twin Mandolin Waltz” was originally titled “Wednesday Night Waltz” and also has been recorded as “Twin Fiddle Waltz.” Miller’s man- 
dolin tenors to Faulkner’s lead throughout the first part. Lilly confirms the mood with a lively solo built of long-lined phrases. The mandolins 
return with Faulkner playing lead and tenor harmony and Miller lead and baritone harmony simultaneously. A creative and exceptionally nc 
sounding instrumental. 

The brisk “McKinley’s March” and snappy “Salt Creek” are offered in tribute to the father of bluegrass. Bill Monroe, by these two sons 
of the music, with thanks for Monroe’s continuing contributions and for his personal interest in Mike’s and Wendy s involvement. Prayer B 
of Heaven,” an old-time gospel tune, closes the first set on this album with some hallelujah pickin . 

A one-two punch of banjo tunes opens the second side, with an original tune by Mike leading the way, Pic-a-Lilly. It features Lill\ s 
unique style of pell-mell runs with the phrases opening out toward the ends. The runs are constructed of rapid noting singly picked ana s m - 
times double-picked on a string. 


“Kickin’ Mule” is one of those tunes banjo pickers traditionally test themselves against, usually with a high c ^ sua ^ ty rat f g . h Jj d 
ers. Mike bests the mule handily, however, with a display of excited virtuosity. He not only gets in his kicks by u brU f h '"?.,» v marks time 
and tailpiece but even manages to pick the strings there, which is like trying to pick five iron bars. The mandolin chorus usua y ] 

.. . r . ... ... . i • i a . \ nf the RnHnp 


until the banjo can get back to work, but Miller gets his kicks in, too, by dropping back of the bridge. 

“Golden Slippers” is another twin-mandolin piece. Miller first tenors and then drops to baritone against Faulkner s lead. After the banjo 
interlude, the mandolins, repeat. 

A couple of nods to Nashville: “Low and Lonely” used to be sung by Roy Acuff. Here it is an easy-going, 
the banjo tenoring to itself on the last chorus. “Sugar Foot Rag” is usually heard as a country-and-western, effle ‘rie-®? 1 into 
Wendy have ‘grassed it. Miller's mandolin gets a fiddle-like sound, and Lilly's banjo pushes the tune along wi i P * ^ 
the melody line. . 

The album closes with another new tune by Lilly, called “The End.” It starts off with a whiplash b ©'°, Spe S ° n 
90-miles-an-hour without slowing for the curves. Mike provides some glittering high-neck woik— and the racy ending g 

With all that had gone before, could the session have ended any other way? 

(These recordings were made in Brighton, Michigan, in a series of late-night and sometimes all-night sessions in early Septem ti. 

These notes were written in Yellow Springs, Ohio, by Tom Teepen. Enjoy.) 
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SIDE B: 

ORDINARY U¥£&.}=g^g0i 
RADIO MACHINES/GOLD OH. 


WET HAIR IS: 

SHAWN REED AND RYAN GARBES 
SHAWNDREED@GMAIL.COM _ ' 

WVYW.NOTNOTFUN.COM 


ALL ARTWORK AND PHOTOGRAPHY 
BY WET HAIR. RECORDED DECEMBER 
OF 2012 AT FLAT BLACK STUDIOS IN 
IOWA CITY , BY LUKE TWEEDY. 
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WHITE 



I WASN'T AFRAID 3:53 

CAN'T FIGHTTHE FEELING 6:25 

FRIENDS 3:37 

PRETTY CREATURES IZ. 3:58 

DEMONS 3:32 

DEEP WATER ZZZZ..2:1 7 

LOST. 

SWIM 4:07 

WET JETS 4:55 

BUILDING ON 5:49 
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Written , Produced and Performed by Cory Thomas Hanson 
in the Fall 0/2012 in Elysian Park, Los Angeles, California. 


Special Thanks to Andrew Shubertfor letting me borrow 
his Tape Machine. 


Thanks to Meghan, Bonnie, Chad, Casey, Jack, Jesse, Antone, 
Mikey, Alex Uhrich, Sam, Andrew, Erik, 

Andy, Danny, and Alec. 


Layout by Cory Thomas Hanson 
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W-H-I-T-E III 

Release date MAY 28 111 20113 
AGO 058 

W-H-l-T-E is the solo stage name of Cory Thomas Hanson, an experimental pop musician and 
visual artist based in Los Ageles. W-H-I-T-E began in 2008 as a summer-away-from-art-school 
recording project. Utilizing cheap electronics, loop pedals, and torrented music software, Hanson 
shaped a sound that was more based in textural soundscapes, and hypno-rhythmic drones than 
traditional melodies and songwriting. For Hanson, the name "White" draws from concept rather 
than convention, signifying a primordial "white plane, consistent, endless, with no horizon" for 
which all content is either added or subtracted upon. Hanson chose the name based on an 
attraction to intensity, the transcendent, like an insect drawn to white light. 

W-H-l-T-E's first two records, Sunna (2009) and Twin Tigers (201 1) were released while Hanson 
was still attending Cal Arts. Once graduated, Hanson travelled extensively, touring solo and in 
friend's bands Mikal Cronin and Pangea. He toured the West Coast and played shows in Mexico, 
SXSW, and NYC, then toured Europe with the Mikal Cronin band in the summer. It was during 
this time that he began writing and recording his third album, titled III. 

Written partially on the road, in an extended stay in Paris, and in Elysian Park, Los Angeles; III is 
the culmination of 2 and a half years of recordings. Nearly three entire albums were shelved in 
the process. Ill is a considerable departure from the previous records. Utilizing heavier rhythms 
influenced by early 90's club music, as well as nodding towards 70's singer songwriters and 
having a serious affection for early synth pioneers such as Mort Garson, Cluster, and Tangerine 
Dream, III is W-H-I-T-E's most comprehensive effort to date. 

In the artists words: "I started writing with the idea of John Lennon making a record on the moon 
with Cluster and Eno in the producers chair. And then remixed by Moby or someone cool like 
that." 


Aagoo.com alec@aagoo 







All songs featured on this album were written by Dr. Robert J. Walker 
SIDE A 

I Just Want to Praise You Lord (3:30) 

Love Song to Jesus (Duet 3:45) 

You Ought to Praise Him (3:23) 

God Still Works Miracles (2:30) 

He Knows What It Means (4:50) 


SIDEB 

Mirror on the Wall (3:40) 

Come Down and Weil Believe (4:20) 
People, What's Going On? (3:05) 
M-E-S-S-l-A-H (4:50) 

Mirror on the Wall (refrain 2:00) 


This album, Mirror On The Wall, is a collection of Robert's most recent and best songs. His melodies and poetry award winning lyrics have the uncanny ability to touch the soul. Robert's ability to write 
songs is clearly a gift from God. We here at J-Town Records are very fortunate to have this outstanding young man singing on our label. His presence continues to be a blessing to all of us at J-Town 
Records. 

LuValle Benson 
President 
J-Town Records 


Dedication: 

To my Lord and Savior Jesus Christ for being the best role model I have ever had. To my son Cedric. As you grow older, may this album be a constant reminder of the fact that all things are possible 
if you just believe. 

Special Dedications: 

To my mother, Mrs. Essie Lee Lockett and my former 5th grade student, Maggie McLaurin. May they both rest in peace. 

It is my sincere prayer that the success of this album will send a message to the young people of America. That message being you don’t have to wear weird clothing, cut your hair in strange shapes, or 
sing songs with sexually explicit and perverted lyrics in order to make it in the music business. 

Stay in school. Stay away from drugs, alcohol, gang involvement, and premarital sex. Do your best to be your best. Through faith in God and education you can make your dreams come true. Remem- 
ber, you can never go wrong doing right. 


Dr. Robert J. Walker 


'Special Note: Robert J. Walker earned his Doctor of Education Degree from Jackson State University. 

Producer: LuValle Benson 
Executive Producer: Dr. Robert J. Walker 

Recorded and Mixed at: J-Town Records; 406 W. Pascagoula St.; Jackson, MS 39203; (601)969-3508 

Engineers: LuValle Benson, Charles Crawford, Jessie Mathis, and Stan Travis 

Musical Arrangements: LuValle Benson 

Percussions: Jessie Mathis 

Bass Guitar: Lyn ’Sky" Chambers 

Photograph: Carolyn Floyd 

Cover Design: Dr. Robert J. Walker 

Character Drawing: Rickie J. Anderson 

Mixed by : Charles Crawford and LuValle Benson 

Mastered By: Larry Nix, Larry Nix & Co. Inc.; Memphis, Tennessee 

Duet: Debbie Floyd 

Background Vocals: Carolyn Benson, Sharon Cheatham, Norman Foster, Kelly Jackson, Willie Johnson, Deborah McCallum, Lavon 
and Dr. Robert J. Walker. 



Robinson, Donna Seard, Stan Travis, Charles Walker, 


Booking Contact: 

LuValle Benson 
J-Town Records 
406 W. Pascagoula St 
Jackson, MS 39203 
(601)969-3508 

This recording is also available on cassette tape. 


Fan Mail; 

Walker Enterprises 
P.O. Box 23381 
Jackson, MS 39225 


©1990 by Dr. Robert J. Walker. This recording is a production of Walker Enterprises. Warning: All rights reserved, Unauthorized duplication is a violation of applicable 
laws. ASCAP. 



The dialect of Paul Keens-Douglas 




Side 1 

Ah Fire De Wuk 8:07 (live) 
Savannah Ghost 12:00 
Vibert Reach Home 4:10 (live) 

Side 2 

Excerpt: Ent Dat Nice? 2:49 (live) 
De Band Passing 2:21 
Party Nice 13:51 (live) 

Ah Love Yu Island 4:42 


Speed 33'/3 Compatible Stereo PK-D 002 

Produced and distributed by KEENSDEE PRODUCTIONS LTD 
27 Borde Street, Port of Spain, Trinidad, W.l. 


With the Compliments of 



stores ltd. 


In trying to describe Paul Keens-Douglas one often has a problem of 
definition - so broad is his scope. 

He is writer," poet, dramatist and entertainer all rolled into one. 

This may bother some people who like to categorise artists, but it certainly 
doesn't seem to bother Paul. 

He just carries on. Which is as it should be. 

That he is successful is an understatement. The tremendous popularity of 
his first album Tim Tim, both in Trinidad and the other Caribbean islands, 
is proof enough. 

But the remarkable thing about Paul's work is its wide appeal. 

An appeal that covers all classes and age-groups, and is indicative of the 
need, for this type of effort. Consciously or unconsciously Paul has touched 
on a pulse of Caribbean society that others would do well to explore. 

This album is a mixture of live and studio produced recordings. 

The live recordings capture all the atmosphere of the theatre, of the 
audience, of Paul on stage. This more than makes up for the extraneous 
noises that always attend such recordings. 

The pieces vary from very humorous to heavy in subtle meaning 
One has to listen and think to understand - to get the message. 

Savannah Ghost, the piece from which this album takes its name, is really 
a verbal presentation of a parade of thoughts that flit through the mind 
of a reveller as he lives through yet another J’ouvert morning. 

It makes the point that not everyone in the band is part of the band. 

It culminates in one terrific jump during which the Carnival Mask of 
Trinidad slips to reveal the historic face of Trinidad life. 

In a sense all of Paul’s work reflects this concern with the everyday 
things of life. Things that vary from the Simple to the psychologically 
complex. Things that we take for granted but which may be the most 
important things in our lives. It is the living of life that seems important 
to Paul. That being the case, we can expect anything anytime from him, 
because he has a whole world of material to choose from. 

With Paul Keens-Douglas on the scene we have a lot to look 
forward to. Enjoy Savannah Ghost. 0 
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These and other works by Paul Keens-Douglas are available in books Tim Tim and When Moon Shine Also on LP PK-D 001 Tim Tim 


Editing/Effects/Studio Production Earl Lewis Semp Studios. 67 Mucurapo Rd , P O S. Cover Design and Art Ken Eustace. 


Printed bv Intercratt industries 


THE CURTIS KNIGHT BAND V LOVE ALBUM 



DOUBLE DECKER 
610 - 439-3600 


THE'CURTIS KNIGHT BAND * LOVE ALBUM 7 


U TAKE ME HIGH 
IFE NEEDS LOVE 


ESTION OF LOVE 
U ARE THE ONE 


THIS RECORDING HAS BEEN PREPARED USING THE CKB HIGH COMPRESSION HOT MIX TECHNIQUE RESULTING IN ULTRA-HIGH FIDELITY 
HE LOVE ALBUM* IS ALSO AVAILABLE ON COMPACT LASER DISC AUDIO CASSETTE AND VHS VIDEO CASSETTE WITH LIVE ACTION FOOTAGE 
ALL RIGHTS RESERVED KNIGHT MUSIC INTERNATIONAL. PO BOX 5266 BILLERICA MA 01821 USA 617-667-6611 


THE CURTIS KNIGHT BAND ¥ LOVE ALBUM 


CURTIS KNIGHT BAND V LOVE ALBUM 









THE CURTIS KNIGHT BAND LO VE ALBUM 


THE CURTIS KNIGHT BAND SENDS OUT AN ENORMOUS THANK-YOU TO OUR FAMILIES, FRIENDS, VENDORS AND SUPPORTERS WITHOUT WHOSE SUPPORT, FRIENDSHIP AND LOVE THIS RECORDING... WE LOVE YOU! 
H you’d like to be on the CURTIS KNIGHT BAND international mailing Hat send your name and address to CURTIS KNIGHT BAND MAIUNG UST, PO. BOX 3266, BILLERICA, MA 01 321 U.S.A. 


RECORDED AND MIXED at MCM Studios, Worcester, MA / Jan - Apr 1 985 

PREPRODUCED at Billerica, Haverhill, Chelsea, MA and Rochester, NH from October 1983 to January, 1985. 

PRODUCED by the CURTIS KNIGHT BAND and PAUL MARTIN 

CONSULTING PRODUCER ATHAN BILLIAS 

SUPREME ENGINEER PAUL MARTIN 

ADDITIONAL ENGINEERING BILL ROBINSON 

2nd ASSISTANT ENGINEER “SPIDER HANSON" 

3rd ASSISTANT ENGINEER ATHAN BILLIAS 

MASTERED by CHRIS HARDING and WAYNE CHRISTIANSEN at BONNEVILLE MEDIA 
COMMUNICATIONS, Salt Lake City, Utah 
MANUFACTURED BY KM Records, Burbank, CA 
PUBLISHED by TOPAZ PRESS, Billerica, MA 
ALL SONGS written® &© 1984, 1985 CURTIS KNIGHT 
ELECTRIC BASSES, HARMONY VOCALS “SNOOK” MALOSSI 
ELECTRIC & ACOUSTIC DRUMS, PERCUSSION JEFF PLATE 
ELECTRIC & ACOUSTIC GUITARS, HARMONY VOCALS JOE CLAPP 
KEYBOARDS (4 synth's, 1 string orchestrator) HARMONY VOCALS MIKE MESSINA 
LEAD VOCALS, HARMONY VOCALS JEANIE MARIE 
SAXOPHONE, LEAD VOCALS, HARMONY VOCALS CURTIS KNIGHT 
LIFE NEEDS LOVE / BACKING VOCAL JoAnn Rhinehart 
(Ms. Rhinehart appears courtesy of her loving self) 

LIFE NEEDS LOVE / LINN DRUM PAUL MARTIN 


THE DIALOGUE “BEAU" BEAULIEU, Dl CAMPBELL, JOE CLAPP, CURTIS KNIGHT, JEANIE MARIE, MIKE 
MESSINA, KEVIN “1 0 K" O'MALLEY, JEFF PLATE, LARRY RICHARDSON, “SNOOK- 
RADIO ANNOUNCER “ZIP"ZIPFEL (thanks again, Zip) 

ALBUM COVER DESIGN DIAMOND DAVE HARTLEY- Paint Dezign 
ALBUM DESIGN-LAYOUT MORGAN PRESS, Manchester, NH 
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HEYL, “1 0 K" O'MALLEY, FRANK “BUBBA" RADIGAN 
SOUND MIXER, ENGINEER, TECHNICIAN KEVIN “1 0 K" O'MALLEY 
LIGHTING & SPECIAL EFFECTS DIRECTOR, STAGE MANAGER Dl CAMPBELL 
STAGE MONITOR MIXER ROBBIE SHARK 
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MANAGEMENT CURTIS KNIGHT / KMI 
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CKB BALLOON FASHIONS "MELON" BEAULIEU 
MAKE-UP & HAIR CARE for Curtis and Jeanie SHERRY FERLAND 
TANNING SERVICES provided by TANORAMA of Burlington, MA /Thanks Mario & Jeanie 
WARDROBE for Curtis and Jeanie furnished by MARY RADIGAN, DIANE CAMPBELL, and DONNA RADIGAN 
CKB PHOTOGRAPHY MARY RADIGAN 

MARKETING, DISTRIBUTION CURTIS KNIGHT, KMI and “THE FORCE- 

LOVE ALBUM PRODUCED IN COOPERATION WITH BONNEVILLE MEDIA COMMUNICATIONS, 

Salt Lake City, Utah 


THIS RECORDING HAS BEEN ENGINEERED AND MANUFACTURED IN ACCORDANCE WITH STANDARDS DEVELOPED BY TR£ RECORDING INDUSTRY ASSOCIATION OF AMERICA (RIAA) 
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Making Music Your Own 

a new structured program of music learning from 

Silver Burdett Company 
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this Showcase Rccordino has been produced to introduce you to a totally new concept in music programs: 

Making Music Your Own Grades 1-6 


a structured [ learning program 
that is preplanned to help 
you guide your pupils’ music 
learning in an atmosphere of 
enthusiastic participation. 


All the songs, listening selections, poems, stories, and 
illustrations in this important program have been care- 
fully chosen and organized according to a master plan 
for teaching music concepts. By beginning on page one 
and continuing right through to the end of your book, 
you will lead your students through a series of RE- 
LATED musical experiences. Any true musical experi- 
ence has its foundation in musical sound itself, and 
this is the reason that the recordings for MAKING 
MUSIC YOUR OWN are such an important part of 
the complete program. <§> Prepared under the direct 
guidance of experienced music teachers, the recordings 


for MAKING MUSIC YOUR OWN feature • the 
voices of children • a high proportion of groups of 
voices • the finest professional musicians • authentic 
instrumentation • instrumentation faithful to that in 
the pupils’ books • discussions of the creative process 
by famous contemporary composers • direct teaching 
on records. @> All songs and all integrated listening 
selections in MAKING MUSIC YOUR OWN are re- 
corded. The recordings for the six grades provide a 
balanced listening repertory. An integral part of the 
structured learning program, they contribute materially 
to your pupils’ understanding of basic music concepts. 


The following selections from the MAKING MUSIC 
YOUR OWN recordings - and the excerpts from 
them on this SHOWCASE RECORDING - 
are reproduced by permission of Columbia Records: 
mozart, Wolfgang a. DIVERTIMENTO NO. 8 
IN F MAJOR: Movement 4, 
as performed by The Phila- 
delphia Woodwind Quintet 

COPLAND, AARON BILLY THE KID, 

excerpt, as performed by The 
Philadelphia Orchestra, 
Eugene Ormandy, Conductor 


SHOSTAKOVICH, Dmitri “Polka” from THE 
GOLDEN AGE, as 
performed by The Phil- 
harmonic Symphony of 
New York, Efrem Kurtz, 
Conductor 

german, edward “Morris Dance” from 

HENRY VIII 
INCIDENTAL MUSIC 

The following selection from the MAKING MUSIC 
YOUR OWN recordings - and the excerpt from it on 
this SHOWCASE RECORDING — is reproduced by 
permission of Folkways Records and Service Corp.: 

THE PORCUPINE 


For additional information about 

Making Music 
Your Own 

for Grades 1 through 6 

by Beatrice Landeck 
Elizabeth Crook 
Harold C. Youngberg 
and Otto Luening. 
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Traditions of the Shona People of Rhodesia 
Recorded in Rhodesia by Paul Berliner 


Mbira music is one of the most ancient and popular forms of 
music found throughout black Africa. Its myriad forms constitute a 
contribution of unique richness to the world's music. 

The mbira has always been essential to traditional Shona culture 
and its players held in high esteem, providing music not only for 
entertainment but also for the most important occasions, ranging 
from the coronation of chiefs to religious ceremonies. Today, while 
mbira players are professionals by the nature of their commitment 
and skill, they often have to supplement their income through other 
vocations. Of the artists heard here, Mr. Mude is an upholsterer and 
businessman; Mr. Mashoko works as a catechist for the Roman 
Catholic Church; Mr. Kunaka is a skilled blacksmith and carpenter. 

The mbira is an instrument consisting of keys mounted over a 
bridge on a hardwood sound-board. Shona mbiras range in numbers 
of keys from eight to fifty-two. They are generally played inside large 
gourd resonators decorated with shells and (more recently) bottle 
tops. The gourdrshape and amplify the sound of the mbira, and the 
shells provide a buzzing quality— an integral part of the music. A basic 
rhythmic accompaniment to the mbira is often provided by gourd 
rattles called hosho. In this album, four major mbira traditions are 
represented: the Mbira Dza Vadzimu, Matepe, Njari, and Ndimba. 
Their playing techniques range from the use of two thumbs to both 
thumbs and index fingers. 

We are greatly indebted to the performers, whose love of mbira 
and conviction that mbira music holds universal meaning made these 
recordings possible. 

Shona terms used in these notes are of the chiZezurp dialect. 


SIDE ONE (21:55) 

1. Nhemamusasa (7:00). 22-key Mbira Dza Vadzimu. Mhuri Ye Kwa Rwizi 
Ensemble (Justin Magaya, Lukan Passipamire, mbiras; Hakurotwi Mude, 
voice; Webster Passipamire, hosho.) Recorded in Kwaramba Village, 
Mondoro. 

The Bira, a religious ceremony for ancestral spirits, is an exciting event 
filled with pathos. In its context, the mbira is thought to have the power 
to project its sound into the heavens and to attract the attention of the 
ancestors In the hands of skillful musicians, the mbira can draw spirits 
down to earth to possess mediums. At a Bira, the entire village participates 
throughout the night, dancing, singing, clapping, drinking, laughing, and 
sometimes crying, thinking deeply of departed relatives who are unable 
to share the evening with them. After as many as ten hours of continuous 
singing and dancing, the music may culminate in the dramatic and some- 
times violent possession of a spirit medium. The music stops temporarily 
while a seance is held and the spirit advises the villagers about their 
problems. After the spirit announces its departure, the music begins and 
again and continues through the early morning until sunrise. 

In this excerpt from a performance at a Bira, the members of the village 
are heard singing, and drumming-both with hands (clapping accom- 
paniment) and feet (in dance)— around a nucleus provided by the mbira 
ensemble, Mhuri Ye Kwa Rwizi, of which Hakurotwi Mude is the vocalist. 

2. Taireva (4:02). 24-key Mbira Dza Vadzimu. Erick and Mandreck Muchena. 

Recorded in Highfields, Salisbury. 

Mbira music is music for meditation. It makes a man think deeply about 
the history of his people and about the joys and sorrows of his own life. 
As an old man sang one evening, "The mbira, when it sounds, makes me 
feel compassion. . . . Misfortune, when it comes to a man who doesn't want 
it, sticks like bees' wax. . . Thinking hard, without speaking, there fol- 

lowed the falling of tears. . ." The repertory for the Mbira Dza Vadzimu 
is extensive; it is said to consist of as many as 100 compositions passed 
down orally from one generation to the next. The structure of each piece is 
divided into two parts: kushaura ("to start"), played by one musician, and 
kutsinhira ("to follow"), played by another. While the two parts often differ 
greatly in style, in this particular performance of Taireva they are very 
similar, the kutsinhira staggered one beat behind the kushaura. The amount 
of improvisation in an mbira performance varies with the skill, mood, and 


taste of the musicians as well as the context of the performance and the 
nature of the piece. The mbira players heard in this recording are all 
veterans of the ensemble Mhuri Ye Kwa Rwizi. 

3 . Nyamaropa (6:10). 22-key Mbira Dza Vadzimu. Mhuri Ye Kwa Rwizi En- 
semble (Hakurotwi Mude, voice & mbira; Cosmas Magaya Kanengoni, 
mbira; Ephram Mutemasango, hosho). Recorded in Highfields, Salisbury. 

In ancient times, Shona chiefs employed large bands of mbira players in 
their courts. Today, however, mbira groups usually consist of two or three 
mbira players, a hosho player, and vocalists-often the players themselves. 

The group Mhuri Ye Kwa Rwizi ("family of IChief) Rwizi") is famous 
throughout Rhodesia for the excellence of its mbira players and for the 
featured singing of Hakurotwi Mude. In his performances, Mr. Mude skill- 
fully mixes three vocal styles used by singers of mbira music: mahonyera, 
a low, syllabic, bass style: huro, a high melodic style requiring the molding 
of the voice to the mbira and incorporating a wide range of vocal tech- 
niques (including yodelling); and kudeketera, an ancient form of Shona 
poetry. The words of the latter style are often described by young musicians 
as being "deep Shona," with hidden meaning accessible only to the elders. 
His improvisations in the style of mahonyera and huro have gained for Mr. 
Mude his reputation as a great "composer" for the voice. 

Nyamaropa is said to be the most ancient of mbira songs, and has been 
the prototype for many other mbira compositions. 

4. Kuyadya Hove Kune Mazove (4:23). 26-key Matepe. Gibson Utsvoma, 
mbira; Joseph Katvayire and Mrs. Fatsika, singers; Garage Nyamudya, 
hosho. Recorded in the Mkota district, Mtoko. 

The Matepe employs one of the most complex playing techniques of Shona 
mbiras. It was said by one old man to have been invented in order to allow 
a single musician to play all the parts of the ngororombe panpipe en- 
semble. In this example, an old man and woman skillfully interweave their 
vocal parts with the music of the Matepe. The supporting rhythm is orovided 
by the hosho player. 


SIDE TWO (22:35) 

1 . Mbiri Viri (5:53). 35-key Njari. Simon Mashoko (Gwenyambira), mbira & 

voice. Recorded at Gien Clova, Ft. Victoria. 

Great mbira players are sometimes so identified with their instruments that 
they are known by nicknames. Simon Mashoko, called "Gwenyambira" 
(from the verb kukwenya, implying "one who scratches the mbira keys with 
great force"), is celebrated as a composer for the mbira as well as for his 
remarkable ability to play that instrument, sing, improvise poetry, dance, 
and act— all at the same time. 

In improvising this poetry, singers often disguise the meaning of their 
words with the use of proverbs and allegories. Mr. Gwenyambira's ex- 
planation of some lines often included in the introduction to Mbiri Viri 
illustrates the subtlety of this poetry: 


Literal Translation 
In this modern life, people are not 
settled. . . . 

My grandfather was a doctor 
who gave me a tattoo which will 
last forever. . . . 


I was walking with a knobkerrie 
[cane] and saw a ditch ahead of 
me. I threw my knobkerrie to the 
other side but it fell short. When I 
went to fetch it, I found it with 
honey; I don't know where it got 
the honey. 


Intended Meaning 
The ways of our ancestors were 
better and more settled. . . . 

My grandfather was not really a 
doctor. The tattoo stands for the 
mbira. The mbira was given to us 
by our forefathers and with it 
comes memories we cannot forget. 

The knobkerrie stands for the 
mbira. When it hit the ground on 
my side of the ditch, I heard beau- 
tiful music ("honey "] arise from it. 
Then I took the music to the 
people. 


Mbiri Viri describes a man's journey and his encounters with ditlerent 
groups of people, each in need of one of his possessions. Invariably, each 
group destroys the possession, but makes reparation beyond his expecta- 


tions. A group of old men, worshipping on the ground, break his "mat" 
(actually his mbira) and replace it with a cow. He then comes to a group 
of people arduously trying to milk a frog. ("When I sing," says Mr. Mashoko. 
"you never know where I'm going next.") His cow is injured and replaced 
with a gun. Next he comes upon a crowd of people trying to shoot animals 
with "pop-guns." They damage his real gun, but he is given a beautiful wife 
in return. When the story ends, the wife has brewed beer and her delighted 
husband does a little dance by himself. 

Mr. Gwenyambira's face comes alive as he portrays the characters, his 
command of many vocal styles heightening the feeling and imagery of the 
story. In this recording, he imitates the walk of the cow ("zva . . , zva 
zva . . ."); the footsteps of the main character marching with his gun ("c/e 
. . . , de . . . , de . . ."); the movements of his beautiful wife walking before 
him ("tiya .... tiya . . . , tiya . . ."): and finally, the sound of the husband's 
leg rattles as he dances by himself ("fsa-fsa-tsa . , tsa . tsa-tsa"). 

2. Nhimulimu (4:00). 24-key Mbira Dza Vadzimu. John Kunaka (Maridzam- 
bira), mbira; Cosmas Magaya Kanengoni, hosho. Recorded at Nyamweda, 
Mondoro. 

Mr. Kunaka (nicknamed Maridzambira— "the Mbira Player") is a well-known 
mbira maker and player. It is said that his playing is powerful enough to 
"give the mbira's voice to one hundred people." Generally. Shona mbira 
music is designed to be played by at least two musicians. In the hands of 
virtuosos, however, both parts may be alternated and/or mixed in solo 
performance. It is a point of great pride among some players to have played 
"being one" at a Bira all night, and to have mixed parts so cleverly that 
the listeners actually heard two mbiras being played. In this excerpt of 
Nhimulimu, Mr. Maridzambira demonstrates the alternating of lead and 
following parts and provides a sample of the variations possible within the 
same piece. 


3. Nyamoropa Yevana Vava Mushonga (5:00). 25-key Mbira Dza Vadzimu. 

Muchatera Mujuru, mbira & voice. Recorded at Dambatstoko, Rusape. 

An old man may take his mbira into the forest or up in the hills to find 
solitude and to play by himself. As one mbira player said. "The mbira is not 
just an instrument to us. It is like a Bible; it is the way we pray to God 

Here, Mr. Mujuru plays one of the few remaining varieties of an older 
style 25-key Mbira Dza Vadzimu, having one of the lowest and most tradi- 
tional tunings. The instrument is said to have been played at Chitungwiza. 
the ancient court of the great tribal spirit Chaminuka. This performance was 
recorded with the mbira directly over the microphone, without the use of a 
gourd resonator. 


4. Dangu Rangu (4:22). 23-key Mbira Dza Vadzimu. Mubayiwa Bandambira, 
mbira. Recorded at Musondza Village, Mondoro. 

Mr. Bandambira is a virtuoso who has become a legend in his own time. 
His last name, originally his grandfather's nickname, comes from the verb 
kubanda ("to crash") and imparts the image of mbira keys being hit so 
hard that their sound explodes from the gourd resonator. When he was a 
very young man, he learned to play so well that his teachers exclaimed. 
"He's playing it better than me. Now, come and teach me back." Some 
mbira players guard their knowledge jealously and subtly turn their gourd 
resonators while playing so that younger musicians are unable to watch their 
fingers. In this regard, Bandambira has always been an exception "He never 
hid his l^nds while playing; he was afraid to no one." His strength and 
enduran<* are legendary: in his youth, he is said to have walked 25 miles 
playing the mbira, and to .have played the; instrument for two and a half 
days and nights, stopping only for short naps and food, at a Bira tor a 
stubborn "spirit" who refused "to come.” In this recording, Mr. Bandambira 
is heard playing one of the most difficult pieces for mbira. Two villagers 
join in with background accompaniment of voice and hosho. 


5. Kumakudo (3:06). 17-key Ndimba. Simon Mashoko (Gwenyambira), mbira 
& voice. Recorded at Glen Clova, Ft. Victoria. 


The extraordinary versatility of Mr. Gwenyambira is exemplified here. He is 
heard playing a small kar/mba-type mbira, accompanying himself in a vocal 
style quite different from that heard in Mbiri Viri. Many mbira players have 
received their first training on this instrument before learning one of the 
large Shona mbiras. This recording was made without the use of a gourd 
resonator. 


PAUL BERLINER 
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In the interchange of cultures in Asia, Afghanistan-the 
land between the Oxus and the Indus-has always been an 
important crossroads. For centuries, whoever occupied 
the passes of the Hindu Kush ruled the doorway to India 
and China. Persians, Indians, Turks, and Mongols all have 
their kin in this country and have had their influence upon 
the character and culture of the Afghans. The Afghans 
are proud of their heritage, especially of such national 
traits as honesty, hospitality, and friendliness. The music 
of Afghanistan is deeply rooted in tradition and folklore, 
and it is very much alive in the hearts of the people. It is 
an essential part of their life, and a colorful expression of 
the national temperament. 

Traditional Afghan and Near-Eastern music were 
brought to the Indian subcontinent by Islamic rulers and 
strongly influenced the local classical music. North Indian 
music owes some of its instruments to the land on the 
other side of the Hindu Kush. Nowadays a certain amount 
of feedback is noticeable: the music of Afghanistan shows 
the impact of Indian and Pakistani film music, which in 
its turn has absorbed Western styles. Yet despite the in- 
fluences of these foreign styles, Afghan music has pre- 
served its unique character. 

Among those who have helped shape the style heard 
on the present disc are musicians such as Ustad Qasem 
(grandfather of Musa Kasimi, who is heard in this re- 
cording). After studying with his father, a famous court 
singer, he completed his musical education in India and 
then returned to Kabul, where he collected folk music and 
encouraged composition in new national styles. Musi- 
cians such as those heard here keep these trends alive. 
They do not reject foreign elements altogether, preferring 
to blend them with Afghan themes in such a way that the 
local flavor is preserved. Another important figure in 
Afghan music is Ustad Mohamed Omar, robab-player and 
composer, who plays the robab solos on many of the 
selections presented here, including two of his own in- 
strumental compositions (Side one, band 5; Side two, 
band 3). His style exerts an audible influence upon the 
younger performers around him. 

The other performers presented here are among the 
cream of Radio Afghanistan performers and represent the 
mainstream of the radio style. Here, Indian musical in- 
struments and film music have meshed with Afghan folk 
styles in a unique blend. One must also allow for the 
impact of the popular music of neighboring Iran and 
Soviet Central Asia, but until quite recently Western 
musical influence had been at an absolute minimum. 

PETER TEN HOOPEN 

Among the instruments heard in this album: 

The robab iB a true Afghan instrument also used widely 
in the Pashtun areas of Pakistan, in Kashmir, and in some 
parts of northern India; it is the ancestor of the Indian 
sarod. The four main playing strings are gut, struck with 
a plectrum. There are also a large number of sympathetic 
strings. The robab may be related to lute-type instru- 
ments depicted on reliefs of the Gandharan (Greco- 
Buddhist) Period of Afghan art (ca. 2nd century A.D.). 

The tanbur is also a lute of Afghan origin. It has two 
main wire strings struck with a wire plectrum and nu- 
merous metal sympathetic strings, producing a metallic 
timbre. Other instruments such as the sarinda and sarong i 
relate more to the Indian world. The former is popular in 
the eastern and southern provinces of Afghanistan among 
Pashtuns. In the case of both the sarinda and the sarangi 
the strings are not pressed against the fingerboard while 
playing, as with the Western violin, but resonate freely. 

Another imported" instrument is the santur, a type of 
hammered dulcimer native to Persia. It is also used in the 
Punjab, Kashmir, and parts of North India. The strings are 


tuned in pairs or groups of three and are struck with 
small wooden hammers. Like most of the "imported" in- 
struments in the Radio Afghanistan Orchestra, the santur 
is rarely used in Afghan folk music. 

The zorbaghali, a typical vase-shaped drum, is made of 
earthenware, with a parchment-like skin cemented to the 
larger rim, the narrower end being open. The instrument 
Is often held under the armpit. 

The tula, a wooden or reed flute, is not chromatic, so a 
player must select a different tula for each key. 

Also heard are the dotar; the Indian sitar, tamboura, 
and tabla; the harmonium, a small portable version of 
the European instrument; and the European clarinet. 
The languages: 

Dari is a language widely spoken in Afghanistan. It is, 
in its written form, similar to the language of Iran. Both 
languages may be referred to as Persian; that of Iran, 
"Farsi Persian," and that of Afghanistan, "Dari Persian." 
The second language heard in this album (Side one, 
bands 1 and 2) is the other national language of Afghan- 
istan, commonly referred to as Pashto or Afghan. The 
language is divided into two important dialects. Both 
songs are in the Eastern dialect, where sh is pronounced 
kh, besides other differences. 

SIDE ONE (17:40) 

1. Nan mai dowrai a wolei (Today, I saw her) (4:18) 

Gul Zaman, singer 

Language: Pashto Style: Peshawar 
A folk song, very loosely rhymed. 

Today, from a distance, I saw her, my Leila, rambling 
along near the brook. Dressed in red, she moves like 
a flame, like a proud pigeon, strutting, cooing to her 
beauty. When closer, her black eyes, beneath flutter- 
ing lashes, were shining, her lips so bright a red! her 
face, radiant white; her words! Today as she passed 
by, I caught a glimpse, her face half-hidden by her 
flowing black hair. A smile was all I saw as she 
passed by, nurtured on tender care, my Leila. How 
many hearts does she hold in her henna’d handsl 

2. Mohammed dai nabiyano (Mohammed among prophets) 
(3:30) 

Ustad Doray Logari, singer 
Language: Pashto Style: Kabul 
A formal ode in classical Middle-Eastern style, called 
qasida. When dedicated to the Prophet, a qasida is 
called na't. 

Mohammed is a prince among prophets; on judg- 
ment Day he hears sinners beg forgiveness. Thou 
wert created from light, oh Prophet, and received 
into heaven's highest places. Hail, oh hail, hail 
Prophet, hail oh Prophet. Mohammed is a prince 
among prophets. To thee Gabriel brought God's de- 
cree, the Koran. Through God's words in the Book 
thou showed man Right. To the heavens God invited 
thee, His beloved. 

3. BimSr dil, kharab dii (Heartsick and sad) (3:35) 

Hamida Rokhshana, singer 

Language: Dari Style: Herat 
A ghazal in the classical style originating in the 10th 
century and perfected in Afghanistan and Iran cen- 
turies ago. Ghazal, sometimes equated with "sonnet," 
is a poetic form intended to be sung. The poet who 
composes a ghazal always includes his pen-name in the 
last verse. Thus we know the author of this sonnet to be 
Ostowar — meaning "steadfast." 

Sick, ruined, and enfeebled is my heart: it bleeds 
from the cruelties of the beauties of the time. Dusk 
to dawn, sloop evades my eyes, O Allah, because of 
the sobs and wail s of my heart. Among all the fair- 
faced ones, O winner of hearts, who appeared in 
time, my hoart chose you. Since Ostowar became a 
slave of your love, no longer does his heart race 
after this one and that one. 

4. Dur az to az shab ta sahar (Far from you) (3:47) 

Zhila, singer 

Language: Dari Style: Kabul 
A sonnet (ghazal) of which only the first portion is sung 
here. The opening verse, matin’. Is repeated as chorus. 
When far from you, from dusk to dawn, I’m a weeping 


candle at a festival, searching to find the fruit of my 
fruitless lamenting. Far from the light cast by your 
face, 1 lie as a shadow at your doorstep. Toward you 
the eyes of my hope turn, alas, for this vain futile 
hope. Where is my brimming, flowing cup? Where is 
the water colored like fire 7 Where is the soothing 
source that dissolves my woes ? 

5. Rain Song (instrumental) (2:13) 

Ustad Mohamed Omar, robab solo 

SIDE TWO (16:00) 

1. Ze eshkat tark-e sar kardan (For your love to lose mv 
head) (4:13) 

Ajab Gul Delshad, singer 
Language: Dari Style: Ghazni 
A quatrain form native to Afghanistan, called chahar 
baiti. The form has grown out of oral folk literature. 
Efforts have been made recently to collect in written 
form surviving examples of this colorful form of simple 
rhymed verse. Ma’sum ah, the name of a girl, means 
"innocent.” 

Why part with my head for your love, Ma’sumah? 
Why give up my soul? What reward, Ma'sumah? 
Knee-deep in ashes have I sat for you, Ma'sumah, 
what reward for throwing dust on my head for you, 
Ma'sumah? Were you r hair not in flowing curls, 
Ma sumah, I wouldn't be sad enchained in your 
prison. Were the chest of this heart not unlocked, 
no entry for sadness would exist in the world. From 
nightfall till dawn, I cling to your skirts, O Ma’sumah 
of the chain of lovers. O Moslems, I am a wanderer, 
Ma'sumah/ Poor, alone and with no friends, Ma’su- 
mah! Oh fate, I can entreat only the Pure Creator. 
Today 1 am here, unaware of where tomorrow car- 
ries me. Ma’sumah was a coquette promenading in 
the square; she drove me to wandering. Now she 
turns respectable, Ma'sumah of the chain of lovers. 
Her eyes are so inviting, her trouser cuffs jingling, 
beads encircle her neck, on her mouth lipstick, her 
face adorned with beauty marks, under her blouse 
two pomegranates, hurrying toward a rendezvous 
while keeping me waiting. Go to your lover, tell him 
your real love is poor — a sad beggar hanging at 
people’s gates, from dawn till dusk at village doors - 
but oh God, no matter, poverty is also fate! 

2. Chard jafa mekoni ay dilbar (Lovers’ complaint) (5:55) 
Setara Nahid, Musa Kasimi, singers 

Language: Dari Style: Kabul 
A sonnet (ghazal) composed by Ostowar. This second 
sonnet by the poet works his pen-name into the last 
verse even more effectively, because the uninitiated 
would think it a reference only to the word "steadfast." 
Heartless and cruel you are to me, enchantress of my 
poor heart. Meaningless complaints do you no good; 
you are so cruel, oh my love. Behold these eyes, they 
witness your cruelty. Meaningless complaints do you 
no good; you are so cruel, oh my love. Rare blue 
narcissus are your eyes, troubling, disturbing my 
peace. The beauty of your sweet lament pierces my 
corroded heart. Your flowing hair, flying so free, has 
set my heart all aflight. Away from you there can be 
nought for me but the hour of Doomsday. In seeking 
your love, I’m nothing if not steadfast - faithful and 
true will 1 be till Resurrection Day. 

3. Song of the Cricket (instrumental) (2:54) 

Ustad Mohamed Omar, robab solo 

4. Bogzar dar pish-e to (Let me be near you) (2:51) 

Hamida Rokhshana, singer 

Language: Dari Style: Herat 
A sonnet (ghazal). 

Let me be near you, oh my love, to die near you, oh 
beloved, of a tormented heart. By your love I am 
wounded. Oh handsome slayer, by your unkind dag- 
ger let me die. This candle bums for you; alas not 
in your presence, unable to light your face, 1 molt 
helplessly. 

Nonesuch gratefully acknowledges the assistance of Eden Naby 
with translations and notes on the texts, and Professor Mark 
Slobin, Music Department, Wesloyan University. Middletown. 
Connecticut, for his gonerous advice and help. 
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Side One 

1. "Allah man dogo" (God is Great) (5:21) 

Bob-Dyula tribe 

2 bala (xylophones), 1 din-din (gourd drum) 

At this marriage celebration in Bobo-Dioulasso, the bride dances 
with relatives and friends for a crowd of about 125 people. She 
wears a Western wedding gown but dances the jara-bi in 
traditional Bobo-Dyula style. Her husband does not participate and 
will not be allowed in public until the next day. 

The rhythmic pulse of the xylophones is created when the bala 
players strike the keys alternating between the right and left hands. 
The two xylophone rhythms are spaced one-half beats apart creating 
a perfect interlocking between the two, thus doubling the pulse of 
the piece. 

2. "Lemendi gyeba" 

(Lemendi doesn't care) (4:04) 

Northern Samo tribe 

1 lolongo (musical bow), dancer with whistle and 
rattles attached to his ankles 

The driving pitch of the musical bow reverberates through the 
hot, balmy, dark night in Tougan, northern Samo Country. The sun 
has set and after a hearty evening meal of millet gruel, the younger 
boys encourage Lemendi Drabo, the weaver, to entertain them with 
his bow. 

Laane Drabo demonstrates the Samo dances "gongo-Iongo" and 
the ancient dance "Suruni" (Dance of the Men). The musical bow 
calls out the rhythms signaling the dancer to change his step. The 
musical bow is forbidden to play during the day in the dry season 
because the people feel its sounds will bring great winds which will 
cause hardship to the people and crops. 

3. "Djongo" (Kassena dance music) (4.02) 

Groupe Instrumental du Renouveau de la Jeuness Kassena de Po et 

Tiebele a Ouagadougou (Instrumental group of the Renewal 

consisting of the young Kassena boys from Po and Tiebele 
residing in Ouagadougou) 

3 wia (flutes), 1 goun-gonga (pressure drum) and 2 kwora 
(gourd drums) 

This Kassena flute ensemble typifies the efforts of urban 
Africans to preserve their traditional tribal traditions. The dance 
and music group is practicing at the home of its president, Alain 
Kibora. Eight to ten dancers accompany the musicians with stylized 
versions of traditional Kassena dances. Tom away from traditional 
context and thrust into the urban scene, the music and dance 
becomes purely recreational. The group practices to play in 
Ouagadougou's large public amphitheatre, the "Maison du Peuple". 
Concerts are often staged as dance competitions and the crowds 
clapping determines the winner. 

4. "Abdulai" (God's Child) ( 2 : 06 ) 

Mossi Koranic students 
Chanting alms 

Four young "garibou" (students) from the Koranic school in 
Temnoghin quarter, Ouagadougou, perform arabic chants in 
"maanse” style. Chanting after supper from compound to 
compound, the students give Ouagadougou citizens the opportunity 
to give alms, or “zahat" which is required of all good Moslems. 

The main body of Moslem tradition is passed through the 
Koranic schools, of which there are more than 66 in the capitol of 
Ouagadougou The children s classes are mainly in the open air in 
front of the master's house. The students read aloud from wooden 
slates on which they write Koranic verses. Ouagadougou has a 
majority of Qadiriyya Moslem citizens who worship at the more 
than 36 mosques throughout the capitol. 

5. "Boli-Bana'' (a well-known musician from 
Sikasso, Mali) (2:13) 

Bobo-Dyula tribe 

2 bala (xylophones), 1 din-din (gourd drum) 

This example from a Bobo-Dyula marriage demonstrates that 
dancing is a common form of celebrating in Upper Volta. At this 
festival, eight to ten people dance while the crowd claps and shouts. 
The professional musicians, Mamadou Kone, Dramane Sanou and 
Adama Traore, ensure the Bobo-Dyula music, rhythms and history 
will survive. 


Side Two 

1. Fulani ensemble (5:37) 

1 hodu (lute), 2 kaakol (calabashes) 

These musicians were summoned by the chief of Fada N"Gourma 
to play in a musical evening with several other ensembles. Fulani 
music traditionally accompanies marriages, baptisms, and the 
Moslem holidays of Ramadan and Tabaski. Lyrics, as is often 
typical of African music, praise and describe the person listening to 
the music. These Fulani musicians are nomadic and travel 
throughout West Africa with their cattle. Conveniently, their 
instruments are light (flutes, lutes, fiddles, etc.) and the calabash, in 
fact, doubles as a cooking utensil. 

2. </ Wenlega" (a Mossi Dance) (4:38) 

Mossi tribe 

Vocalist, small calabash rattle, 2 waamde (calabashes), chorus and 
hand-clapping 

The Kando chief arranged this celebration appreciation for the 
work party that participated in his afternoon "kobo" (cultivation of 
the millet fields to drumming). The Kando chief enjoys music 
immensely and the festivities were spirited. This celebration for 
villagers from Kando and Koumsyeogo shows the goodwill between 
the two villages and spotlights their intentions to inter-marry their 
youth. 

Bowing on his knees in front of the chief, Sibiri Kafando sings 
chants of praise in the chief's honor while the chorus responds. 
Young girls dance the 'wcnlega" moving counterclockwise In a circle. 


SAVANNAH RHYTHMS 

Music Of Upper Volta 

Existing in the dry savannah plains, the people of Upper Volta dream of life-giving waters. Savannah grasslands in the 
south and central part of the country give way to an ever encroaching Sahara desert to the north. Upper Volta is one of the 
poorest countries in the world and the drought in the Sahel during the 1970's emphasized the fragility of Voltaic life and land 

Upper Volta is approximately the size of Colorado and supports six million people speaking over sixty different languages. 
Three major trade languages (Moore, Dioula and Fulbe representing the major cultural regions) provide continuity in travel 
through a myriad of diverse cultures. The black, white and red tributaries of the Volta River (hence the country's name) drain 
through the country and converge in Ghana to the south. The economy is based on subsistence farming and livestock herding 
Lacking substantial industry, Voltaics leave for Ivory Coast every year to seek temporary employment. The country gained its 
independence from the French in 1960 and presently exists under military leadership. 

The music of Upper Volta is as varied and rich as its people. The sixty different ethnic groups all maintain unique 
repertoires of music and dance. Songs and dances reflect traditional life and preserve the solidarity of the tribe. This album 
samples each of the three major cultural regions: Voltaic in the central and east; Mande in the west and southwest and the 
nomadic Fulani to the north. 

African music is rarely played for its own sake; an African musician plays "with" people, not "for" them. Music plays an 
integral role in the celebration of life's many rituals and accompanies everyday activities. Music is extremely important to the 
agricultural cycle with field cultivation, harvest and winnowing of millet performed to the rhythm of the drums. Mossi women 
sing complaints of their husbands as they grind millet grain. The younger boys whistle and croon softly as they wander the 
silent savannah with the cattle and goats. Griots recite history of the people, places and events of the community. They sing 
praise songs to arouse loyalty in the listener. Certain instruments can even "talk" by imitating the tonal patterns characteristic 
of Voltaic languages. African life and music are one. 
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Grateful and happy, the Kando chtef take* a %wig from his pin! 
of bourbon, jumps up and joins them. 

Music in the fields lightens the load of the workers and rewards 
them when the work is done. That eight able-bodied men traded 
hoe for drum emphasizes the importance of working to rhythm 
Cultivation is performed with a hoe sweeping in time to the music 
A worker sufficiently inspired will dance, throwing his hoe high in 
the air, shuffle, and catch the hoe on its way down -all in rhythm. 

3. 'Hfaf finien kien lo lay-nu" (Marriage music; 
slow movement) (3:42) 

Bwaba (Bobo-Oule) tribe 
1 chiohou (xylophone), 1 bwi (gourd drum), 

2 dumanu (pressure drums) 

This marriage music played in honor of Dougoutigi and Aminata 
Kone is some of the oldest surviving music of the Bwaba traditions. 
Dougoutigi's father, Wamien, who has come from Mali for a visit 
plays the xylophone. The groom's brothers accompany with drums 
and brother Jeri dances. 

The father and brothers are all "aahnu"-members of a traditional 
musicians' caste. The family are leathersmiths, a necessary job to 
make instruments. The sons of Wamien have emigrated to urban 
Ouagadougou from Mali and eam their living selling musical 
instruments and leather articles to tourists. They are well-known 
throughout the city and are often summoned to perform for 
celebrations. 

4, Mossi Funeral Celebration (4:39) 

Bissa musicians 

1 boun-kam (gourd-clarinet), 3 vocalists 
with sibika (rattles) 

These musicians spent three hours in the back of a pick-up truck 
traveling forty miles to play at the funeral for the late Mossi chief of 
Koupela, "Naba Zare" who died six months earlier. Mossi funeral 
celebrations are traditionally separate from the burial ceremony 
which must take place before the next planting Oune). Because Naba 
Zare was an extremely powerful and respected chief in his area the 
celebration included the sacrifices of hundreds of chickens, goats 
and cows whose carcasses filled an acre of land. Musicians came 
from ail over the region to play for the hundreds of villagers who had 
come to pay their respects to their late leader. 

Gobiniyala Nombre, the lead female singer chants praises for the 
late chief while dancers perform "saare", a traditional Bissa dance. 
David Bambara, a farmer and a mason, plays gourd-clarinet for the 
group. Alizeta Zeba and Lamoussa Lengani provide the chorus and 
vocal harmony. 


THE INSTRUMENTS 


Calabash 

The "kaakoT consists of a hollow half-gourd commonly about 30 
centimeters in diameter. The gourd is placed upside down on a mat 
and struck with the palms of the hands. The musician often wears 
metal rings to produce a clear high-pitched sound. 

Flutes 

This set of three tuned vertical end-blown flutes is carved of 
wood and each flute is approximately eight inches in length The 
players alternate pitches in hocket style and the composite of their 
notes form the melody. 

Gourd Clarinet 

The "boun-kam" is an open millet stalk capped on both ends with 
two small gourd resonators. A single reed is attached to the millet 
stalk; tongue pressure and a left-thumb tone hole control pitch. A 
tone hole in the right gourd resonator creates vibrato. 

Gourd Drum 

This drum consists of a large round gourd approximately tw'enty- 
two inches in diameter. The top one-fifth of the gourd is sawed off 
and the hole is covered over with goat skin. The player slaps the 
drum head with his palms. The large gourd creates a deep bass 
sound and the addition of a flat metal rattle wedged into the drum- 
head strappings completes the texture of the sound. 

Musical Bow 

Shaped like a shooting bow. the musical bow is held horizontally 
with the string passing through the musician s mouth. A sturdy stick 
in the right hand makes the string vibrate and this sound resonates in 
the mouth cavity. Changing the shape of the mouth cavity amplifies 
selected harmonies while a fundamental pitch serves as a drone. To 
raise the fundamental pitch, the string of the bow is shortened by a 
smaller stick in the left hand. The bow "talks by using the 
fundamental pitches to imitate tonal patterns of the Samo language 
The bow is tuned by moistening the string with saliva. 

Pressure Drum 

The pressure drum is a double-headed drum with a wooden bod\ 
shaped like an hourglass. Held under the arm. next to the body, the 
player squeezes the leather strings which connect the two drum 
heads. This squeezing action tightens the drum heads and raises the 
pitch. A curved stick is used to strike the drum. The variable pitch 
of the pressure drum is used to imitate the tonal West African 
languages thereby communicating texts and phrases within the 
context of the music, as well as supplying rhythmic backup. 
Three-string lute 

The "hodu" is a lute with goat skin stretched over an oblong 
wooden body. Three plastic strings are fastened to the neck (a stick) 
and tied down with leather strings. A metal buzzer is fastened to the 
top of the neck to provide buzzing. Ethnomusicologists suggest this 
West African lute to be the forerunner of the American banjo. 


iphone 

'he Wext African 'bala" consists of 15-19 wooden keys placed on 
:k frame above hollow gourd resonators. An arc carved under- 
hardwood key improves tone and definition of pitch. “f 
d resonator is matched to its wooden key by size; the lip of the 
d is positioned precisely under the key arc to maximize 
nance. A hole in the gourd patched over with spider webbing 
, a desired buzzing quality to the tone The xylophone player 
metal rattles on his wrist to add rhythmic accent and tex u 
ie tone. The keys are struck with wooden sticks bound with 
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AN ISLAND CARNIVAL 

Music Of The West Indies 


AN ISLAND CARNIVAL 

Music Of The West Indies 

The West Indian Island chain known as the Lesser Antilles stretches eastward from the Virgin Islands, southward to Trinidad and 
then extends westward toward Aruba to complete an arching half moon shape. For over half a millen.um, the region has been host to a 
continuous ebb and flow of human migration that has left in its wake a kaleidoscope of cultural hybrids When Columbus arrived on the 
scene in 1492 the politically aggressive Carib Indians were on the verge of completing their campaign to dominate the more peaceful 
Arawak inhabitants The centuries of colonialism that followed saw Spanish, French, British, Dutch, Portuguese Danish Swedish and 
other European nations vying for influence in the region. Many of the islands changed hands over twenty times during the fighting that 
ensued The rise of the lucrative sugar plantation industry during this time along with the near extinction of the native peoples created a 
keen demand tor slave labor, and the Yoruba, Congo, Ashanti, Mandinga, and many other West African tribal peoples that were 
imported in great numbers to fulfill this need soon dramatically outnumbered their European overseers 

After the Napoleonic wars most of the islands came under British sovereignly and British policy became the predominant one in 
the Lesser Antilles. In 1806 the British banned the slave trade, and as a result, the Africans' contact with African culture through newlv- 
arnved slaves came to an end. Later, when slavery was abolished in the British colonies in 1838, a new phase in the history of the Lesser 
Antilles began The free Africans often refused to continue to work on the plantations, especially on the islands where there was Dlentv 
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laborers for the large plantations led to a wave of immigration by contract workers, chiefly from other British colonies like India China 
and Lebanon-Syria. But large numbers of Scots, Irish, South Americans from Venezuela and Colombia, and Portuguese from Madeira 
also came. In addition, Indonesians came to the Dutch islands. 

The varied cultural mix that resulted permeates all aspects of life in the Lesser Antilles and often involves dramatic contrasts In Port 
of Spain, Trinidad, for example, you can sit in a little shop owned by a Chinese eating East Indian food served by a man whose mother's 
father was African, mother's mother Indian, father's father Irish and father's mother Lebanese, while the Japanese transistor radio 
blares out a parang (Hispanic-derived) tune in the local Spanish played by the Peace and Love Parang group! With language English is 
mixed with French and French with English, and both contain words and intonations from West African languages and Hindi There 
also are the West Indian languages of Creole (a mixture of West African languages and French) and Papiemento (combination of West 
African languages, Dutch, English, Portuguese, Indonesian and others), and an array of mutually intelligible but distinctly local dialec- 
tical variations. In architecture you can see houses with a jumble of African, European and Indian building styles The same goes (of 
religion, food, family systems, and music. ° 

The musical mix embraces traditions with strong African characteristics in instrumentation, musical organization, and social func- 
tion. others deriving directly from British song and dance pieces such as the jig. reel and quadrille, others more of a syncretic hybrid 
(calypso and steel drum music for example), and in Trinidad, musics transplanted from the Orient. While each of these musics has a life 
of its own it is not usually strictly confined to any one group nor any group to any one music. The same musician, for example, may 
happily whistle the latest calypso hit while on his way to a religious feast where he will sing songs in Yoruba to Shango after having 
played jigs and reels in a dance band the night before 

_ — Daniel Sheehy 
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largest of these sects in Trinidad is called Spiritual Baptists or 
Shooters This sect can best be described as an Africanized mixture 
ot Catholic and Protestant nonconformism. Each community acts 
on its own and has its personal profile, but they all have certain 
features in common The communities are organized as a monastic 
order with different "offices" such as leader, mother, teacher, nurse 
etc. Community life is intensive and has chiefly three aspects: ser- 
vices in the chapel, salvation meetings, often on a street corner and 
week-long prayer and meditation periods, so-called Mournings 
during which the soul is said to journey to far-off places and one has 
visions and calls to "offices." The music plays a very important part 
in all these connections. About 80% of a Spiritual Baptist meeting is 
taken up bv music, most of it singing. No conventional instruments 
are used, bqt the congregation clap their hands, stamp their feet, 
strike benches and chairs and make rhythmical sounds with their 
voices, so-called hocketing For prayers, bible-reading and 
improvised preaching a kind of recitative- style is used, with anti- 
phon between the leader and the congregation. Slow hymns taken 
from nonconformist hymn books are sung and quick, lively songs 
that can be called "Caribbean spirituals." At a Spiritual Baptist ser- 
vice no one is passive. Everyone takes part and anyone can take over 
the leadership of the service, as it has no fixed order. In this section 
from a service in St. Theresa S.B. Church we hear first a prayer in 
recitative style which changes to a Caribbean spiritual: "Jesus going 
to d repare a mansion for me, mansion for me, over the sea." The text 
reflects the slave's dream of a mansion in the afterlife. The spiritual 
gradually breaksupintopure hocketing and individual prayers and 
shouts. The atmosphere in a Spiritual Baptist church is indeed 
charged with strong feelings. 4:45 


SIDE ONE 

1. Merengue. Jing Ping Band. Dominica. The accordion is just as 
popular in the Lesser Antilles as in Sweden, especially among the 
French Creoles— the descendants of slaves who worked on French- 
owned plantations This band, with the Chinese sounding name of 
Jing Ping Band, played for dancing on the beach at Portsmouth, 
Dominica. In many ways it was reminiscent of a dance on the jetty in 
a Swedish archipelago. Apart from the accordion the band consist- 
ed of a large tambourine called lapo kawoit in Creole, which also 
means "goatskin." a scraping instrument called giiirv, which can be 
a hard fruit with grooves in it, an ordinary grater of tin or some 
similar rough object that can be scraped with a stick, and boom boom. 
which is a bamboo-cane without tinger-holes, about 4-5 feet long 
and 3-4 inches thick, which is blown like a brass tuba It is the"bam- 
boo brass” that gives the short, rhythmical blasts. Merengue is a 
dance rhythm to be found in many variations all over the West 
Indies. 2:10 


2. Masouc. Village band, St. Lucia. Here is another example of old- 
time dancing from the Lesser Antilles. Just as the Swedish peasants 
in the old days learned the fashionable dances by looking on at the 
balls given by the gentry, so did the slaves in the Lesser Antilles 
learn the same dances b\ copying the plantation owners' festivities. 
They danced quadrille, polka, waltz etc. and played on homemade 
string instruments. But of course they modified the music and the 
dances on an African pattern, one of the results being a more inten- 
sive rhythm These dances are danced to this day in many villages. 
Here the village fiddler Julius Alfred is playing on a Saturday eve- 
ning with his band in the village of Soufriere on southern St. Lucia 
They are playing in the local "rum shop." the Lesser Antilles' equiv- 
alent of the British pub The band consists of violin, cuatro (a small 
four-stringed guitar instrument), guitar and shak shak. which in 
this case is a metal cylinder full of pebbles which rattle when 
shaken. ( Shak shak can also mean the same as the Spanish maracas.) 
The plantation workers move gracefully in the many complicated 
figures of the quadrille in the glow from kerosene lamps, and the 
year could just as well be 1872 as 1972. Mouchav (monsieur) Alfred 
plays his fiddle with many ornamentations. Cultures reallv meet in 
this masouc, i.e. mazurka, with the name of "Mo la la," Creole for 
"Oh la la 3:45 


3. "The Lizard." Calypso. Bamboo band, Young Island. A "bamboo 
band” is composed of a bamboo flute (a kina of ordinary flute), 
boom boom (see No. 1 above) and other instruments, in this case 
cuatro. guitar and maracas (shak shak). i.e. two calabashes filled with 
dry seeds, furnished with handles and shaken, one in each hand. 
Young Island is a small island just off the south coast of St. Vincent 
There is a small hotel on the island and the members of the band 
worked at the hotel in the daytime and entertained the guests on the 
veranda in the evening. Playing for tourists is a comparatively new 
means of livelihood for many of the folk musicians of the Lesser 
Antilles. The tunes played on such occasions are often popular 
calypsos. Both the flautist and the boom boom player are real 
virtuosos on their instruments. The squeaking sound in the 
background is typical of the tropic night: the cnirping of the 
cicadas. 3:35 


4. "Mr Walker." Calypso. Cocoa-lute duo, Grenada. This is the 
same type of calypso as the bamboo band played but in quite a dif- 
ferent version. Here it is played on two "cocoa-lutes" — an instru- 
ment that looks rather like a bow. It is made from a flexible branch of 
a cocoa tree and the string is a specially treated liana. Thecocoa-lute 
is thus a form of musical bow, an instrument very common both in 
Africa and among the American Indians. The cocoa-lute is played 
by holding one end in the mouth and plucking the string, thus pro- 
ducing vibrations. The various pitches are made by changing the 
shape of the mouth (the same technique as for jew's harp). On Gre- 
nada the cocoa-lute is used as a child's instrument and for playing 
dance music at teenage parties. Usually two cocoa-lutes are played 
simultaneously, one playing the tune and the other a rhythmic-har- 
monic accompaniment. Anyone not used to it may find it hard to 
make out the frail-sounding melody. The two youths playing here 
had modernized their cocoa-lutes by exchanging the liana string foT 
one made of nylon fishing line. 1:20 


5. La Rose song. Members of La Rose, St. Lucia. During the wars 
between England and France in the 18th century two secret societies 
were formed on St. Lucia. One was called La Rose and consisted of 
the supporters of the English. The other comprised those friendly to 
PVance and was called La Marguerite. To this day the members of the 
two societies are enemies, at least in jest. When they meet argu- 
ments at once break out as to which society is the better and they 
sometimes end in a brawl. Each of the societies has its own songs. 
They are sung at the annual parties, which are presided over by the 
society's king and queen with their court in gorgeous clothes. The 
song is led by a female singer called chant well. She is one of the most 
important members of the society and always sings in the piercing 
French-Creole tone of voice. The texts of the songs are charac- 
terized by the warlike past of the societies and the tunes are often 
old soldiers' songs. The texts are usually in Creole but sometimes in 
English. This song in Creole, from the repertoire of the Roses, is 
sung here by the Roses' king and chantwell to the accompaniment of 
cuatro. The refrain goes: "We come with the rose in our nand asking 
for help and reinforcement from our supporters." 3:00 

6. Aguinaldo. Lopinot Serenaders, Trinidad. In Trinidad the Span- 
ish influence has been particularly strong owing to the island's 
proximity to Venezuela. The fishing villages on the southwest coast 
of Trinidad are only about ten kilometers from the neighbouring 
villages in Venezuela. Each revolution in Venezuela (and there have 
been quite a few) has resulted in a stream of refugees to the Lesser 
Antilles, especially Trinidad. The immigrants were expert at 
cultivating cacao, and villages with Spanisn-speaking inhabitants 

t rew up around the cacao plantations in Trinidad's river valleys. 

panish soon became mixed with Creole and English, and a special 
Trinidad-Spanish dialect arose. Something similar happened with 
the music. The tense, nasal Spanish-Arabic timbre was modified 
when it encountered the relaxed, open and tonally varied African 
vocalism. The Spanish string band was enlarged with rhythm 
instruments •-uch as box-drum, a drum made of a wooden box, and 
marimbula. a wooden box fitted with iron reeds of different lengths 
which produce different notes when plucked -a relation of the 
African hand piano ( mbira , zanza). 

The Spanish-influenced music in Trinidad is called parang. It is 
played-more so than usually — at Christmas, when groups of 


musicians and singers go from house to house, from village to vil- 
lage on tours lasting several weeks, playing for board and lodging. 
(The word parang probably comes from the Spanish parar. which 
means "to put up at someone's house," "stay with someone.") 

This song is an aguinaldo (also called serenaldo or serenal). the chief 
type of song in parang music. Aguinaldos describe episodes from the 
life of Jesus. The verses are often improvised, whicn gives the sing- 
ers an opportunity of showing their skill at rhyming and status- 
raising knowledge of the gospels. Usually several singers succeed 
one another and an aguinaldo can be fairly long. In this aguinaldo we 
hear two singers singing of the birth of Christ, a so-called aguinaldo 
nacimiento. The recordings were made at Christmas 1970 at a lively 
parang party in a little tapia house (a house built of plaited bamboo 
canes and mud with a roof of palm leaves) up in a mountain village. 
The musicians were real veterans — most of them over 70 — but they 
still set off to play parang every Christmas. 2:45 


7. Somebody, oh mouchay. Singing game St. Vincent Singing 
games are something you come across all over the Lesser Antilles, 
especially if you go out on an evening with a full moon. As the 
Lesser Antilles lie in the tropics it always gets dark about 6:30 pm. 
and the moonlight provides the perfect semi-darkness that makes 
the game extra exciting. This game was played by some children in a 
street in Kingstown, St. Vincent. It is a wooing game, presumably 
going back to the age of chivalry. The children sing: 

Somebody, ah mouchay, somebody mentioned marry-o. 

Somebody, ah mouchay, somebody said that she can go. 

Somebody, ah mouchay, mentioned marry-o, 

Somebody, ah mouchay, somebody kneel down to the ground 
Somebody, ah mouchay, somebody mentioned marry-o, 

Somebody, ah mouchay, somebody kiss she (he) in she (he) mouth 
The children stand in a ring. One child walks round inside the ring 
with a gift (in this case it happened to be a schoolbook) in its hand. 
The gift is laid at the feet of one of the children in the ring At the 
words "kneel down" the two children kneel down with the gift be- 
tween them and pat each other on the shoulders. Then they kiss (kiss 
she) and change places, so that a new suitor enters the ring. 1:40 

SIDE TWO 

1. Shango. Trinidad. The Shango cult is the religion of the Yoruba 
people. Even in West Africa this cult was influenced by Christianity 
and came to Trinidad as a ready-made syncretistic religion witn 
greater changes than theourely African tribal religions surviving in 
the new environment. Shango is actually the name of one of the 
cult's many "gods" or orishas (in the Yoruba language), a word that 
has been translated as "powers" by the devotees of the cult. Shango 


is the thunder eod, Ougun is the god of battle etc. (cf. Thor, Odin 
etc ) Each god, besides being an "African power," is also a Catholic 
saint, i.e. Shango is also John the Baptist, Ougun is St. Michael (the 
archangel) etc. In this way African cult and Catholicism could be 
combined without giving rise to any serious conflicts. Shango is 
practiced by inviting "the powers" and friends and relations to a 
feast. These feasts are given either to render thanks for something 
or to ask for help from the powers in attaining an object, e g to get a 
job or to recover from an illness. A feast lasts 3-5 days and nights 
The guests often stay for the whole of this time with the giver of the 
feast. In the daytime they pray and associate generally. When dark- 
ness falls the dancing, singing and drum music begin. The songs 
are in Yoruba orCreole. The manner of singing and the melody are 
West African, as are the frequent changes between lead singer and 
choir (here dancers and spectators). Three drums of different sizes 
are used. They are played with hands and curved wooden sticks 
The dancers dance individually, with vigorous movements. It is 
during the dancing that the invited powers appear. They take pos- 
session of the dancers' bodies, i.e. the dancers fall into a trance and 
begin to behave as the powers, all of which have characteristic fea- 
tures which make it easy for the initiated to identify which power it 
is. The possessed are addressed with the name of the power and are 
treated with great reverence. They are the god. In this way the 
powers can speak to the people, sing, dance and perform rites. The 
drummers are extremely important, since each power has special 
rhythmic patterns to which they want to dance. Some time between 
3 and 5 in the morning the nocturnal rites culminate in an animal 
sacrifice. Usually fowls, goats or sheep are sacrificed, but occasion- 
ally also bulls. 

Wnen this recording begins the time is about 1 a.m and the dancing 
and the drums are at their most intense. Several orishas— powers — 
have already appeared. A woman has just been possessed by an 
orisha who, through her, greets those present by saying "Good eve- 
ning, my children" three times and "I have come." Then she begins 
to sing: "Ofe awa mello, ofe me orisha,” which means roughly "How 
many of the orisha people (i.e. people of African descent) will con- 
tinue to sacrifice?" The power thus expresses fears that the younger 
generation will not continue the shango -cult's sacrificial cere- 
monies. And indeed many of the younger generation, with their 
European schooling, do reject the shango-cult, but there are also 
many who, through the "black power" ideologies of recent years, 
have taken a renewed interest in African culture. The shango-cult 
still has many young devotees. 4:10 

2. Spiritual Baptists. Trinidad All over the Lesser Antilles thereare 
small chapels. Anyone may receive a call to build a church or lead a 
congregation. These sects are usually of a syncretistic type. The 


3. The Story of Marrdevirain. Hindu epic song. Guadeloupe. Indi- 
ans who immigrated to the Lesser Antilles came from two regions of 
India: Madras and Bengal. They brought with them two types of 
Hinduism as well as Islam. On Guadeloupe the influence from the 
Madras region dominates the local Hinduism Christ. Catholic 
saints and the West African snake god Damballa have been added to 
the Hindu gods. The ceremonies are characterized by plentiful ani- 
mal sacrifices: at one ceremony in Capesterre on Easter Day 1969, 
sixteen goats and forty cocks were sacrificed. Another striking fea- 
ture of these cult ceremonies is the epic songs, which sometimes 
can go on for hours. They are long stories of the adventures of the 
Hindu gods and the heroes. Pundit H'Ira Negre sings here of the 
hero Marrdevirain's exploits. Each phrase sung by the lead singer is 
repeated by those present, who in this way learn the text. Some- 
times the repetition of the text is replaced by a dramatic battle crv. 
The language is a Guadeloupe version of Tamil. The song is accom- 
panied by small cymbals called talon in Guadeloupe (chal in Trin- 
idad) and a drum with two skins which is played lying across the 
knees (Guadeloupe: matalon. Trinidad; dltola ) 4:20 


4. Tassa. Trinidad. Tassa is the name given in Trinidad to bowl- 
shaped drums of the Arabic kettle-drum type and also to the music 
played on these drums. A tassa group consists of a number of tassas 
of various sizes, a large bass drum ot European type and a couple of 
cymbals. Tassa music is an important element in all Hindu wed- 
dings on Trinidad and in the Islam festival Hosse. which is cele- 
brated every year in memory of the martyrdom of the prophet 
Mohammed's nephew Hosein ("Hosse” comes from "Hosein”) 
In Pakistan this festival is characterized by groups of weeping, 
mourning women in streets and marketplaces. In Trinidad, Hosse 
has quite a different character. It has become an hilarious festival 
with very much the mood of a carnival. Large, handsome models of 
mosques are built, so-called tadiahs, which are carried through the 
streets at night Before each tadjah goes a tassa group and after it 
dance people of all religions. After three nights of parading, the 
tadjahs are thrown into tne sea. 

As drums are used in religious ceremonies of both African and 
Indian origin, it is natural that Africans and Indians in the Lesser 
Antilles have been influenced by each other's drum-playing styles. 
If the Indians were short of a drummer at a wedding, the obvious 
thing was to let a drummer of African descent "deputize 1 This was 
the origin of the modern tassa style, which was also influenced bv 
the European military style of drumming. It is very usual fora tassa 
group to be made up of both Indians and Africans. 

This recording was made during Hosse. We hear two different 
rhythms. First a rhythm in moderate time played by one tassa. bass 
drum and cymbal Then a quicker rhythm played by the whole 
group. 3:15 


5. Reel. Tobago. In the 19th century a Scottish regiment was sta- 
tioned on Tobago and the Scots have left their traces on Tobago's 
popular culture. Among other things, the reel and the jig. in very 
Africanized versions, are popular dances They have been associ- 
ated with a rite known as "jumbie-dance A jumbie is the spirit of a 
deceased person, similar to our "ghost At a jumbie-dance jum- 
bies of well-known obeah men (medicine men) come and take pos- 
session of the bodies of the dancers, in the same way as "powers" in 
a shango ceremony. We can thus speak ot a ghost dance ’ The music 
consists of singer, violin, two or three tambourines (see No. 1 ) and a 
large triangle. The text is in Tobago English and is usually a very 
fragmentary comment on an obeah man or an event. In this reel it is 
only a few words which the singer uses mostly as rhythmical sound 
material: "Danny man come oh me lover/Poor me one again me 
lover." The violin is played in Scottish-lrish style, but the solo tam- 
bourine is the group's chief instrument in the African tradition. It is 
played here bv the singer (with the French-Celtic name of Ferdi- 
nand Murphvj, and this explains the subtle interplay between song 
and tambourine The second tambourine and triangle play a rhyth- 
mical pattern which forms the basis ot the solo tamDourine s inten- 
sive variation of tone and rhythm. 3:15 

— Krister Malm 
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BALLET MECANIQUE - GEORGE ANTHEIL 

ROBERT CRAFT, conducting the LOS ANGELES CONTEMPORARY MUSIC ENSEMBLE 
PAUL PRICE, conducting the MANHATTAN PERCUSSION ENSEMBLE 


Side 1 

X. Ballet Mecanique (1924, rev. 1954) — George Antheil ( 1900 - 1959) 
Four Pianos, two Xylophones, Glockenspiel, Timpani, Tenor and Bass 
Drums, Military Drum, Gong, Triangle, Cymbal, Woodblock, Large 
and Small Airplane Propeller, Large and Small Electric Bell. 

Robert Craft, Conductor 

2. Sketch for Percussion (1956) — Ronald LoPresti (b. 1933) 

Xylophone, Marimba, Celeste, Timpani, Snare Drum, Bass Drum, Gong, 
Piano, Triangle, Suspended Cymbal 
Paul Price, Conductor 


Side 2 


1. Toccata for Percussion Instruments (1942) — Carlos Chavez ( b.lS99 ) 
Xylophone, Side Drums, Indian Drums, Tenor 6# Bass Drums, Bells, 
Suspended Cymbals, Timpani, Large fe? Small Gongs, Chimes, Claves, 
Maraca 

Paul Price, Conductor 

2. October Mountain (1942) — Alan Hovhanness ( b . 1911) 

Marimba, Glockenspiel, Timpani, Tenor 6? Bass Drums, Gong, Tam-Tam 
Paul Price, Conductor 



Percussion music — music expressed through rhythm instead of melody and har- 
mony, suggesting endless variations of movement — is one of the manifestations of our 
restless times. It does not seem surprising, therefore, that an art form exploring the intrin- 
sic melodiousness of drums and cymbals has become an accepted means of our musical 
expression. But in 1924, when the late George Antheil wrote his Ballet Mecanique, he 
was considered an iconoclast, an audacious experimenter. As he explained much later, 
the ballet was not meant to glorify the beauty and precision of machines, as was erro- 
neously charged; it represented his personal effort to escape "the iron grip of the tonal 
principle" and tho straightjacket of the old forms — a goal that Schoenberg and Stra- 
vinsky also had pursued each in his own special way. 

When he wrote the ballet, Antheil was developing a new principle of musical 
construction, based on rhythm alone. He called it “time-space" and compared it with a 
canvas on which tunes and chords were applied like colors and shapes. He wrote the 
ballet originally for an abstract motion picture, but then rewrote it for the concert hall, 
heard it performed in Paris (1926) and New York (1927), and made a final revision 
in 1954. The version on this record includes a recording of an airplane engine, 
two doorbells of different sizes, and four pianos (replacing the original pianolas) on 
which occasional tone clusters are banged with the palm of the hand. The three-part 
piece, played without a pause, has been dubbed a “mechanistic dance of life." According 
to Antheil, its spiritual outline is an interpretation of the “barbaric and mystic splendor 
of modern civilization — mathematics of the universe in which the abstraction of ‘the 
human soul’ lives." 

Next comes a work by P,onald Lo Presti, of Williamstown, Mass., who was 25 
years old and had won considerable recognition with compositions along conventional 
lines, when his Sketch for Percussion won first prize in the annual contest at the Eastman 
School of Music, in 1956. Within the single movement of this work, contrasts are achiev- 
ed by pitting delicate sounds of celeste, marimba, and piano against the clamor of xylo- 
phones, drums, gongs, triangles and cymbals. 

Side Two opens with a three-part Toccata for Percussion Instruments by Carlos 
Chavez, Mexico’s most eminent musical personality. It has been described as the most 
academic percussion work written so far; "intellectual rather than primitive was the 
concensus of opinion after its premiere in Cincinnati, 1950, despite the lavish use of 
Indian drums and various kinds of metallic sounds suggesting the Mexicans predilection 
for bells. With the perfectionism that distinguishes all his work, the composer leaves 
nothing to improvization; even the pause between the last two movements is a measured 
rest, just long enough to indicate the change of mood. 

October Mountain by Alan Hovhaness was written in 1942. while this prolific 
composer was a student at Tanglewood, after having burned about 1000 earlier composi- 
tions. A New Englander of Armenian parentage, a teacher at the Boston Conservatory, 
he has won a considerable following by the original blending of Oriental, Indian and 
Armenian features which gives lus style an enchanting exotic flavor. The work is in 
five parts, three of which are dominated by the marimba, which gives a peculiar tinge to 
the monodic chant that is a characteristic element in Armenian music. 

THE CONDUCTORS 

Both Robert Craft, who leads the Antheil work, and Paul Price, who conducts the 
other three, are young Americans who champion the latest in modern music anu modern 
trends. Robert Craft, author of a book on Stravinsky, is a New Yorker living in Holly- 
wood where he founded his ensemble to promote understanding of such innovators as 
Schoenberg, Webern, Stockhausen and Boulez. Paul Price has chosen percussion as 
his vocation. He teaches and conducts them at the Manhattan School ot Music and 
heads a publishing firm specializing in percussion compositions. Mr. Price is credited 
with being largely responsble for the world-wide acceptance of this stimulating new 
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SIDE ONE 

ARNOLD SCHOENBERG „ 

FIVE PIECES FOR ORCHESTRA, Op. 16 (17:52) 

1, Vorgeluhle (Premonitions) 2. Vergangenes (Yesteryears) 

3. Soinmermorgen an elnern Sect- arben (Summer Morning by a Lake/Colors) 

4. Peripelie (Peripetia) 5. Das obligate Rezilaliv (The Obligatory Recitative) 

ANTON WEBERN 

CANTATA NO. 1. Op 29 (7:30) 

1. Gelragen-lebhall (alternating) 2. LeiclU bewegl 3. Ruhig 



ANITA VVESTHOFF, soprano 

GURZENICH CHORUS & SYMPHONY ORCHESTRA OF COLOGNE 
GUNTER WAND, conductor 

SIDE TWO 

IGOR STRAVINSKY 

DUMBARTON OAKS CONCERTO in E-flat major for Chamber Orchestra (15:43) 

1. Tempo giusto 2. Allegretto 3. Con moto 

Members of THE LAMOUREUX CONCERTS ORCHESTRA 
GUNTER WAND, conductor 


ill 

Tdnen die sellgen Saiten Apolls, 
wer nonnt sie Chariton? 

Spielt er sein Lied dutch den wachsenden Abend, 
wer denket Apollon? 

Sind doch im Klange die Iruheren Namen 
alle verklungen; 

sind doch im Worte die schwacheren Worte 

lange gestorben ; 

und auch die blasseren Bilder 

zum Siegel des Spektrums geschmolzen 

Charis, die Gabe des Hochsten: 

die Anmut der Gnade erglanzet! 

Schenkt sich im Dunkel dem werdenden Herzen 
als Tau der Vollendung. 


When Apollo's sacred lyre resounds, 
who calls on you. Charity'’ 

When he plays his song through the gathering dusk 
Who is Apollo thinking about? 

In that sound jangle, all the old names 
died out; 

In that word babble, the weaker words 
were lost; 

and even the paler images 
dissolved In the seal of the spectrum 
Charis, gift of the highest, 
the charm of her grace shines forth! 

Gives herself in darkness to the swelling heart 
like the dew of perfection. 

Translation by ERIC SALZMAN 


There was a time, not so very long ago, when contemporary 
music was polarized around the magnetic figures of Arnold 
Schoenberg and Igor Stravinsky, when the thesis and antithesis 
of modern music were “neo-classicism" and “dodecophony". It 
was Stravinsky-with his neat Russian view of history-who helped 
provide the synthesis by turning twelve-tone himself. The battles 
of the '60s are obviously not those of the '20s and '30s but it is still 
true that, of the pioneer generation of 20th-century composers, 
it is Stravinsky on the one hand and Schoenberg and his pupils on 
the other who have had the greatest impact on the. course of 
music. And we can see— in a way that our predecessors could not— 
that the significance of the work of these men was not divergent 
and contradictory but part of a larger flow. 

The Five Pieces for Orchestra belong with that remarkable 
group of works composed by Arnold Schoenberg in late 1908 and 
the first part of 1909 and which, for the first time in the history of 
music, clearly move “beyond" tonality as a basis for musical 
thought and structure. Schoenberg’s earlier work comes out of the 
post-Wagner, post-Tristan tradition in which the on-going, direc- 
tional, narrative pull of traditional tonality is, no matter how 
elided, no matter how stretched for expressive purposes, still 
operative. But Schoenberg evolved from that tradition the most 
revolutionary consequences. This evolutionary revolution was a 
poetic and expressive one; although Schoenberg himself had no 
sympathy for such labels (one understands why), this period of 
his work is often designated as “atonal expressionist". The “ex- 
pressive" vision of this music comes from some point deep in 
what was just then becoming known as the “sub-conscious". 
Schoenberg’s Vienna was also Freud’s Vienna. Nevertheless, 
Schoenberg achieves a remarkable balance between inspiration 
and expressivity on the one hand and the demands of intellect and 
traditional musicianship on the other. 

The Five Pieces for Orchestra were begun in May of 1909, and 
the score was ready by August 11. The work was published by 
C. F. Peters in 1912 and, incredible as it may sound, first performed 
in London on September 3 of that same year by Sir Henry Wood 
at a “Prom” concert! In 1949 Schoenberg reduced the immense 
orchestration of the original to relatively “normal" orchestral 
dimensions, and it is in this form, which retains most of the scope 
and originality of the first version, that the work is invariably 
performed today. 

All five movements have titles attached by Schoenberg himself 
—not without considerable misgivings— at the request of the pub- 
lisher. Schoenberg’s remarks on the subject are worth quoting: 
. . the wonderful thing about music is that it allows you to express 

everything so the initiates will understand, but without betraying 
your inmost secrets— the secrets you don’l confess even to yourself. 
But titles betray you after all! Moreover, the music already expresses 
the ideas that are important-so why use words? If words were 
necessary you would use them in the first place, whereas in art you 
can express more than in words. Anyway, the titles I might use 
betray no secrets, because they’re either very cryptic or very tech- 
nical. Thus: I. Premonitions (everyone has them) II. The Past (every- 
one has one of those, too) III. Chord-Colors (just technical) IV. Peri- 


petia (vague enough, I suppose) V. The Obbligalo (or perhaps "fully- 
developed" or “endless") Recitative. But there should be a note to 
say that these titles were added as a necessity of publication and 
not to provide “poetic" atmosphere. 

Premonitions is remarkable for its flickering, fast-changing 
colors and dynamics, and its use of a single held chord and a 
pulsing ostinato, both of which persist for almost the entire length 
of the piece. Things Past, also translated as Yesteryears, is clearly 
related to tradition in its expressive linear writing and poignantly 
dissonant harmony. Colors, also called Summer Morning by a 
Lake, is the most evocative of all. This movement has still a third 
title, The Changing Chord, and its basic sonority-a kind of shim- 
mer which is, at the very least, a-chord-and-a-color all in one— is 
subject to the most subtle and elusive shifts, against which only 
a few tiny, clear points of light appear. Peripetin-the “turning 
point" of the classical tragedy-is a brief and apocalyptic upheaval. 
The Obligatory Recitative is, like Yesteryears, a highly expressive 
linear piece; with its sorrowful, Ltindier-like swing, it breaks with 
tradition while evoking and extending the past into our own time. 

Of all of Schoenberg's pupils, it was Webern who most thoroughly 
accepted the implications of and drew the most extreme con- 
clusions from the master’s work; thus it was Webern’s music that 
could provide a link between the old avant-garde and the new. 
Webern was a trained musicologist and a practicing conductor, 
activities which suggest that his work might be imbued with more 
of tradition and more in the way of performing reality than it is 
sometimes credited with. Early in his creative life, Webern re- 
duced the materials of his art to their minimum essentials: notes, 
intervals, dynamics, colors, silences in their simplest and purest 
state. Inevitably, he followed Schoenberg into the twelve-tone 
synthesis. Each work is based on a single pattern of twelve dif- 
ferent notes which, in one or another of four basic forms, per- 
meates every aspect— linear or “harmonic"— of the piece. With 
Webern the twelve-tone idea is more than a principle; it becomes 
not only the form but the actual substance— the “content"— of the 
music as well. Curiously enough, this kind of abstraction, this kind 
of patterning— comparable to that found in, say, the work of Mon- 
drian-suggests a kind of contemporary “lyric" classicism. Sur- 
prisingly, more than half of Webern’s output consists of works 
for the voice, miniature settings that often express a kind of lyric 
nature mysticism. These tendencies come together in Webern’s 
late cantatas of 1935, 1939, and 1943, all set to texts by Webern’s 
friend and favorite poet, Hildegard Jone. 

The Cantata No. 1 (actually the second of the three) sets three 
poems for solo soprano, four-part chorus, and a small, unorthodox 
orchestra. The first movement has a curious alternation of very 
long and very short measures of varying length short loud quick 
forward strides followed by a great soft holding back. The second 
movement, for soprano solo, has a “lightly moving" flow of six- 
teenth-notes that is, however, modulated by no less than thirteen 
ritards in fifty-six bars. This kind of fluctuation continues through- 
out the quiet halves and quarters of the first part of the third 
movement. This movement presents a musical development of (for 


Webern) considerable scope. The choral writing prepares the way 
for the dramatic re-entry of the soprano on the word "Charis”; 
the music subsides in a simple, intense dialogue between the 
chorus and the soprano. In this work, as in the Second Cantata, 
Webern, who reduced the art of sound to its most fundamental and 
isolated elements, provides a new expressive synthesis and recon- 
struction of scope and even grandeur. 

The Stravinskian synthesis is totally opposed and yet curiously 
parallel to that of Webern (recently Stravinsky has expressed his 
admiration for Webern and been influenced by him as well). 
Stravinskian “neo-classicism" recapitulates, not the fundamental 
particles of aural experience, but the forms and gestures of musical 
experience as represented by Western tradition; in this sense. 
Stravinsky's “neo-classic" works are as much “about" the nature 
of experience as Webern’s. The “Dumbarton Oaks” Concerto, with 
its obvious baroque-isms and classicisms, is, like many such works 
of the composer, a kind of concerto to the second degree, a con- 
certo about the experience of concertos. The work was commis- 
sioned in 1937 by Mr. and Mrs. Robert Woods Bliss of Dumbarton 
Oaks, an estate in Washington, D.C., presently known as a center 
for Byzantine studies. The Blisses, well known patrons of the arts, 
ordered the work in celebration of their thirtieth wedding anni- 
versary in 1938. Ironically, at the time of the commission, Stravin- 
sky had been ordered to a sanatorium in Switzerland: like his wife 
and two daughters (who had already entered the sanatorium), he 
had tuberculosis. However, instead he took a residence nearby, 
studied and played Bach and wrote his “little concerto in the style 
of the Brandenburg Concertos". Due to his illness, he could not 
return to America, and the first performance at Dumbarton Oaks 
the following spring was conducted by Nadia Boulanger; Stravin- 
sky himself conducted a Paris performance in June of 1938. 

The medium of the work is officially described as “chamber 
orchestra", but it is in fact an ensemble of fifteen wind and string 
soloists. The opening is a straight lift from the Third Brandenburg. 
Stravinsky has said, “I do not think that Bach would have be- 
grudged me the loan of these ideas and materials, as borrowing 
in this way was something he liked to do himself." The busy 
concerto-grosso idea of the opening is seconded by mock fugal 
writing, and there is a bustling, static, ostinato finish culminating 
in a quiet, chordal coda. The second movement has a spare main 
subject whose very simplicity and aphoristic plainness suggest 
comparisons with Webern; after a richer middle part, the main 
section returns, this time ornamented by the flute: again there is 
a coda in quiet chords. The staccato finale-a kind of irregular 
march-has its -own incessant pulse and. like the first movement, 
moves towards increasing ostinato repetition: the obsessive final 
tutti is broken off abruptly and without any attempt at synthesis. 
Stravinsky, like his baroque and classical predecessors, tends to 
say what he has to say and, when finished, he stops. "Dumbarton? 
Oaks" has, amid its campy stylized-modern 18th-century scenery, \ 
a kind of forthrightness and honesty that is far more than mere 
baroque decoration or declamation. ERIC SALZMAN 
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Lento, giubiloso ed energico 6:31 
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The course of Don Manuel Maria tie Falla y Matlieu’s life took the shape 
of the steep ascending path of a true ascetic. For his human and artistic 
development stand wholly under the creed of renouncement, conditioned by 
his exacting Catholic faith. Thus the bonds linking Falla to his great Spanish 
predecessor from the 16th century, Tomas-Luis dc Victoria, the contemporary 
and friend of Saint Theresa of Avila, appear most significant. But whereas 
the priest Victoria wrote nothing but sacred music, expressing Christ’s suffer- 
ings with glowing emotion, the layman Falla always felt unworthy to create 
the smallest piece of music for the cult, even though the lento from the 
Harpsichord Concerto could be considered religious art in the highest sense. 

The ascending course of Falla’s artistic development is even reflected geo- 
graphically. After an Andalusian period, witnessing the birth of most of 
his best-known creations, there followed a Castilian one, distinguished by 
severe concentration, a rejection of any tonal sensuality, and by harsh and 
rarefied sounds. This decisive stylistic change took place between 1919 and 
1923:' the Fantasia bactica is Falla's farewell to Andalusia, whereas with 
El Retablo dc Macsc Pedro (“Master Peter’s Puppet Show”) he enters the 
rough highlands of Castilian Mancha for the first time. The Harpsichord 
Concerto, in every respect the climax of Falla’s output, breathes the same 
thin, sharp, but pure mountain atmosphere. 

A relentless self-criticism explains the very small number of Falla’s known 
works ; but even then, not all of his compositions are of the same high value. 
However, the few masterpieces from his maturity not only represent the 
climax of the Spanish music, but major achievements of contemporary music. 
With them the music of Spain outgrew the delightful nationalism of Albeniz 
and Granados to reach universality. 

With the exception of the Tombcau dc Claude Debussy, this recording 
contains no transcriptions and comprises the complete original keyboard 
works of de Falla, with the exception of two very slight pieces of juvenilia, 
False capriccio and Nocturno — which were'published against the composer’s 
will. 

* * * 

If Wanda Landowska rescued the harpsichord from its long oblivion, it 
was Falla who first made use of its possibilities in modern composition by 
including it in the scoring of El Retablo de Maese Pedro. After having played 
the first performance of this work, Wanda Landowska commissioned a con- 
certo from Falla, who needed three long years (1923 to 1926) to fulfill her 
wish. The premiere took place in Barcelona on the 5th of November 1926. 

The mere fact that thirteen minutes of music, written for six instruments, 
should have necessitated three years of arduous labors discloses a lot about 
the steepness of the path chosen by the ascetic Falla ! But even more so does 
the utmost concentration of this music, the nakedness and austerity of its 
texture, all features only to he found — in quite different surroundings — -in 
Webern or the latest Stravinsky. This crackling, rugged, lean music shines 
gloriously in the pure joy of holy poverty and total renouncement. In the bald 
landscape of sublimated Castile, the pilgrim has found Truth cutting the 
pure diamond of the Essential. 

Flute, oboe, clarinet, violin, and 'cello form the .intentionally modest tonal 
background to the harpsichord, which is thus never sonically obscured. The 
harpsichord attracted Falla not only because of its tonal purity and pungent 
neatness, hut also for its relations to the guitar, especially sensitive to a 
Spaniard. 

The concerto breaks down into three movements, according to the strictest 
classical scheme. The fast external movements are predominantly rhythmic 
and polytonal, witnessing an undeniable influence of Stravinsky. The melodic 
lines always keep to diatonicism. The opening allegro, which makes abundant 
use of a villancico theme from the 15th century, Dc los alamos vengo, madre, 
is harsher and sterner than the concluding vivace, a kind of scherzo in 3/4 
and 6/8 dance-rhythms, sounding comparatively joyous, even friendly. But 
this comes as the necessary relaxed contrast after the astonishing lento, 
giubiloso cd energico, the heart and core of the work. The inscription "in 
the year of the Lord 1926, on Corpus Christi day” stresses the deeply mystical 
inspiration of the composer, who has in this movement given to the world 
the deepest and most moving religious music of Spanish origin heard since 
the masterpieces of Victoria. This is the high point of Falla’s message, and 
when listening to this tonal prayer, one should keep in mind the composer’s 
own words: "La mnsica no sc liacc para que sc comprcndra, sino para que sc 
sienta’’-" Music does not exist to he understood, hut to he felt.” 

1 hese same words are illustrated by the two lioincnajcs (homages) — noble 
funeral pieces written to tl" memory of two great masters of French music 


who were Falla’s friends. The grandiose andante, Pour Ic tombeau de Paul 
Dukas, originated in 1935 and was published along with tributes from other 
composers in a special issue of the Paris Revue musicale. A massive, chorale- 
like solemn dirge, with dark-hued, brazen harmonies recalling Stravinsky’s 
Symphonies of Wind Instruments or Symphony of Psalms, it sounds utterly 
un-Spanish, hut quite appropriately conjures up the noble figure of Paul 
Dukas, whose Piano Sonata (theme from the adagio ) is briefly quoted. 

Pour Ic tombeau dc Claude Debussy, composed in 1920 in similar circum- 
stances and also published in a special issue of the Revue musicale, is of a 
quite different nature. Originally for guitar (Elegia dc la guitara), Falla trans- 
cribed it for piano with very slight changes. This deeply moving, once more 
truly Andalusian piece, a languid, bittersweet habanera, quotes the celebrated 
theme from Debussy’s La Soiree dans Grenade, which Falla so warmly 
admired. 

The earliest work recorded here, the Scrcnata andaluza, also belongs to the 
disowned pieces, having been written at about the same time as the two 
already mentioned, between 1899 and 1905, thus before Falla’s first major 
achievement, La Vida breve. Nevertheless this attractive bit of music, full 
of longing, is a most lovely work and contains moreover at least sporadic 
hints of what were to become important stylistic landmarks in Falla’s later 
works. 

* * * 

With the Quatre pidccs espagnolcs, begun at Madrid in 1907 and com- 
pleted at Paris the following year, we already reach quite another level. The 
pieces are dedicated to Isaac Albeniz, and Falla absorbs and overcomes the 
elder master’s influence. Hatf-way between Felipe Pedrell’s purely folkloristic 
creative position and Albeniz’s colorful romantic-impressionistic fantasy, 
Falla follows a path wholly his own : the luxuriant keyboard writing of 
Albeniz, his sometimes over-rich polyphony, are abandoned in favor of a 
crystal-clear texture, a linear purity, formal concentration, and harmonic 
acuteness which reveal the fruitful influence of Maurice Ravel. Played for the 
first time by Ricardo Vines in November, 1908, these pieces are the work of 
a pure classicist. 

The first one, "Aragonesa," is built on the sharply accented 3/8 rhythm 
of the jota, the typical national dance of Aragon. Some whole-tone sequences 
remind us of Falla’s friend and protector Debussy. With its listless triplets, 
the "Cubana" conjures the langor of the great isle’s warm tropical nights. 
The subtle alternation of 3/4 and 6/8 bars is a typical feature of Iberian 
music. The third piece, " Montanesa ," uses a folk song from the country 
around Santander, known as the Montana, on the north coast of Spain. It 
carries the subtitle "Landscapes” and alternates a broad andante tranquillo 
and a piu animato of strong folkloristic appeal. But the most interesting, 
most personal, and also harmonically and rhythmically boldest of the four 
pieces is certainly the last, “Andaluza." Its percussive harshness not only- 
forecasts the witcheries of El Amor brujo. hut helps to make this work, to- 
gether with the later Fantasia bactica. a climax in Falla’s Andalusianism. 

* * * 

As a summarizing farewell to his beloved home country, Falla wrote his 
greatest piano work, the Fantasia bactica, between January and May, 1919. 
The work had been commissioned by Artur Rubinstein, who. however, never 
performed it. 

As compared with the foregoing orchestral works of Andalusian inspiration, 
namely the Nights in the Gardens of Spain and the two ballets El Amor bntjo 
and The Three-Cornered Hat, the Fantasia bactica stands like an etching or 
engraving opposed to oil paintings. Let us remember that Bactica was the 
ancient Roman name for Andalusia. With this rough and powerful composi- 
tion, Falla, like Bartdk, has transcended purely national elements to the level 
of universality. Through the nakedness of its drastically economical instru- 
mental writing, through its relentless dissonant harmonies, the Fantasia has 
taken its place as Falla's most uncompromising creation, not excepting the 
Harpsichord Concerto. This, together with its tremendous difficulties in 
performance, explains why it is heard so rarely. The formal structure amounts 
to a broad ternary architecture, with several episodes. The aggressive main 
part elicits from the keyboard hard, metallic sounds evoking guitars and drums. 
The acciaccaturaf, the grinding semitone clashes which so frequently occur 
in Albeniz’s pieces, here appear without any luxuriant background in the stark 
and pitiless aridity of a blinding, burning desert of stones. The melancholy 
middle part (lento, later andantino), sober and strictly modal, indeed brings 
a contrast, but no relaxation. The Fantasia bactica remains the apex of Spanish 
kevboard music. 

HARRY HALBREICH 
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Been So Nice 

Stranded In The Middle Of Noplace 
If Loving You Is Wrong (I'm So Sorry) 
Here I Am / It’s Up To You 
So Many Lonely Nights Ahead 

SIDE TWO 

I Don't Believe In Losing 
Love Keeps Callin’ My Name 
(I Need) Someone Like You 
You Bent My Mind 
Without You I'd Be Lost 
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Every morning You get yourself on up But last night’s sorry 
ending Keeps pulling you back 

But the day don’t wait 

When you’re punchin 1 time 

And the Job you earned thru all those years 

Doesn't seen worth so much now 

Oh to be away 
For just one day 
To get far away 

Chorus: 

To be away 
To be away 

Where no man knows me 
Living unafraid 

To be away 
To be away 

Where no man shows me 
How to fill my day 

To be away 
For just one day 

From the city screams/and the sound of hate 
From the autocratic, all dogmatic, apathetic state 
From the mighty crush/of the losing fight 
From the long day hustle/and all day nites 
Oh to be away/for just one day/to get far away 

Chorus: 

To be 
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On a road that leads thru Utah 
Is a cafe by the desert 

I met her at the counter, she was serving beer 

She was nowhere near good lookin' 

As I sat and watched her cookin' 

I was lonely so I sweet-talked her the day 

She said she came here from Chicago 
With her old man and his cargo 
Till he left to find another in the sun 


And the day begins so peaceful 
As through it were the first 
And for all the pain of yesterday 
I’m really none the worse 

Chorus: 

And so it goos 
And so It goes 
Here in Sterling 

Sitting on the front step late noon 
Slowed and wasted by the heat 
As the hawk drifts thru the sunlight 
And throws Its shadow at my feet 

When the absolute precision 
Of the wind and hawk are done 
The harmony of bird and breeze 
Reminds us we are one 

Chorus: 

And so 


Verse: 

Oh I’m not a lifetime gazer 
Or some visionary being 
I’m just a Sterling dreamer 
Relating what he's seen 

Sitting on the front step midnight 
Where the stardust meets your eyes 
Where the night birds find their calling 
And the shadows tell their lies 

When the moon drops thru the tree line 
And the nightime reigns supreme 
The starlight falls to patterns 
Till you swear you see your dream 

Chorus: 

And so 
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Roll me down to be with Jasper 
Know the dreams I’ve come to see 
God be with me. spare disaster 
But if I must go, let it be 


With stainless steel clouds that squeeze through 
Ancient glacial passages 

Gliding all too evenly on through the valley’s door 


Chorus: 

la na no na na na na na 
time and time again 
la na na na na na na na 
the struggle still remains 
against time and timo again 

For the years It took to master working 
In the skills you've come to know 
Those same years took their toll upon you 
And no matter what you say 
The skills will fade away 

Chorus: 

la na na na 

'cuz time and again 
When you think that you've won 
When you think that you're done 
You’ve only begun, you've only begun 

For the friends you tried to keep beside you 
But for all that came to be 
Friends move on thru times and places 
That you may never see 
Where you may never be 
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Lady lies, alone in bed 

With dreams undreamed, love words unsaid 

She's much too good, at the short goodbye 


Chorus. 

And I Guess that's why the lady never cries 


Long ago; lady fell 

In and out, back and forth on thru, a lover's hell 


Her eyes filled up 
'Till her tears ran dry 


But that's all right 

Guess I never wanted to sleep any way 
But it's so late 

Tell me love. 

What keeps you far away 
When there's 30 much left to say 
Why is It all best left unsaid 

But that's all right 

Guess I never really wanted to talk any way 
Hey. I got nothin’ to say 


Chorus: 

You learn in time to keep it all inside 
Far from the worldly view 
Of the human rising tide 
Of takers, and fakers, and breakers 

Oh but that's all right 

I guess they never got the best part any way 
'Cuz they never stayed 

So tell me time 

'Cuz it's just as though you know 
When I wish that you would go 
Why are you always so damn slow 

But that's all right 

I guess I never really kept time any way 
Or so they say 

Chorus: 

You learn in time 

But that's all right 

I guess I never gave the best part any way 
'Cuz they went away 

Tell me songs 

Before I grow too old 

Does the singing take it s toll 

Do you lose your heart and soul 

To the takers and fakers and breakers 


Chorus: 

And I guess 

Verse: 

Can't you hear those haunting empty sighs 
Like voices left to die 

Can't you see the lines worn 'round her eyes 
From all the love lost alibis 
Dragged screamin' from her eyes 


But that's all right 

I guess I kept the best part hidden away 
I was so afraid 
You wouldn't stay 

So tell me friends 
Why is it I can't sleep 


Chorus: 

She said: 

I am lost in indecision 

I am tossed within myself 

Oh, I hardly know the words I mean to say 

For you must have many legions 
Of lovers at your pleasin’ 

Yet I can hardly think of even one (not even one) 

We talked away the starlight 
'Till the sun rose in her eyes 

And there was something in those eyes I'd never seen 

l was racked by great confusion/Of where I was and longed to be 
All my one night stand plans broke and then fell free 

l said you really should be knowin’/that soon I must be going 
Perhaps it's best we never got involved 

Chorus 

She said: 

I am lost 

(but for you now) 


Perhaps I stayed or didn't 
The truth need not be known 
It matters, we both were not alone 

So in a cafe by the desert 
On a road that leads thru Utah 
I learned to look beyond my own desires 

Thru the eyes 
Straight to the heart 

Chorus 

She said: 

I am lost 

(but for you now) 
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Sitting on the front stop morning 
As the sun burns thru the trees 
It slides thru silver pastures 
Where the dew had gone to sleep 


Creeping ever easterly, its a Rocky Mountain fantasy But j g U gss that's why the lady never cries 

I slipped beneath atop gold wings 
On the rock and gravel floor 
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Chorus: 

Roll me down to be with Jasper 
Know the dreams 

In dark primeval seas of trees 
Surround living corridors 
Spilling out what's wild and free 
Within the sight of man 

Climbing, surging wings of gold 
Unfurled within the mountain storm 
Rain or snow and the mountain cold 
The road will turn, I can't 

Falling down into the canyon 
Driven off by wind and rain 
Lying, staring without motion 
Only seeing sky 

Now cold begins to take my body 

Soon the pain is driven out 

Rain falls and my eyes are blurring 

But I see no need to cry — it’s not so hard to die 

Buried deep beneath the sky 
Washed away by wind and rain 
I become the one with nature 
That I had wished before 

Now you might see me in the mountains 
Or hear me in the call of wolves 
You might touch me in the pine tree 
Though I am here no more 
Yet I am here forever more 

Chorus: 

Roll me down to be with Jasper 
Know the dreams 


L, 

In the rush to get It all togothor 
In the struggle to the stop 
You think you’ve found tho porfoct ending 
But the struggle never stops 
Not oven on the stop 



J 


Gne DKa XQ/ l 


Hey come on Bird 
You gotta me the word 
We got a long way to go 

Got 89 miles and we re going in style 
In a big red Chevy too slow 


Is it really you who's knockin’ on my door 
Askin' just to be the things I want and more 
Now we’ve been thru this God so many times before 
It makes me weak to feel it happening again 


Got holes in the floor, cold from the door 
And the tires won't last the day 
But that's all right, we're gonna fill up the nite 
With a sound that won't go away 


Chorus: 

(And) 

One more time you'll say you love me 
One more time you'll say you care 
One more time you'll be thinkin' of me 
'Cuz one more time you'll want me there 

Oh! One more time you'll be thinkin' of me 

Like a long lost friend I find 

One more time your arms surround me 

Like this favorite coat of mine 

One more time I'll hear you whisper 

That love can find a way 

One more time 

One more time 

Verse II 

Now I'm not questioning Intentions of your heart 
And I'm not saying that the lovin' shouldn’t start 
It's only fair to say that love has gone away 
But if you want to try then go ahead and stay 

Chorus: 

One more time you'll say 
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Toll me frlonds, 

Why Is it I can't sloop 

Watching shadows croop 

Keoplng secrets doop, from you and mo 


Chorus: 

Here's to the music 
Here's to the song 
Here's to the people 
Who make it all worthwhile 

If your girl stayed home, and you're feelin' alone 
Well I can't make that feelin' right 

But there's ninety-nine friends with twice that many hands 

To help you make it thru the nite 

They got smiles in their eyes, love in their hi's 

And a song called "You and Me 

Come get it together gonna start feeling better 

It makes a big difference to me 

Chorus: 

Here's to 

Verse: 

Well the night won't last and all things must pass 

And that's how It all should be 

But rushin' over near 

Always shoutin' in my oar 

Another one's callin' to me 

Always ever present 

Always gone but hasn't 

A shadow thru my history 

All the two night stands and one night friends 

And the promise It was meant to be 

Chorus 
Hero's to 
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Side 1 

1 ‘Cook and Banks’ from W. C. Wentworth’s 
‘Australasia’, 1823. 

2 Instructions to Captain Cook for his first voyage, 
July, 1768. 

3 From the Journal of the First Voyage of 
Captain Cook, 1770. 

4 The First ‘Vision’ of Captain Cook . . . Kenneth 
Slessor. 

5 Joseph Banks recommends Botany Bay as the 
place for a Convict Settlement — to a 
Committee of the House of Commons. 

6 From a London Broadside of December, 1786: 
‘Let us drink a good health . . .’ 

7 ‘Here’s Adieu to all Judges and Juries.’ 

8 Three short extracts. 

9 The Convict Maid. 

10 Several short extracts. 

11 From Surgeon Arthur Bowes’ Journal, February, 
1788: Governor Phillip harangues the convicts 
after the landing at Port Jackson. 

12 THE CONVICT OATH. 

Side 2 

1 ‘Van Dieman’s Land.’ 

2 ‘The Girl with the black velvet band.’ 

3 ‘Moreton Bay.’ 

4 The Convict’s Tour of Hell.’ 

5 ‘Bold Jack Donahue.’ 


I’m old 
Botany Bay; 

Stiff in the joints, 

Little to say. 

I am he 

Who paved the way, 
That you might walk 
At your ease to-day; 

I was the conscript 
Sent to hell 
To make in the desert 
The living well; 

I bore the heat, 

I blazed the track — 
Furrowed and bloody 
Upon my back. 

I split the rock; 

I felled the tree: 

The nation was — 
Because of me!’ 

Old Botany Bay 
Taking the sun 
From day to day . . . 
Shame on the mouth 
That would deny 
The knotted hands 
That set us high! 

. . . Dame Mary Gilmore 


OLD BOTANY BAY (From 1770 to the 1830s) 

The title of this record has been suggested by Mary Gilmore's poem I'm 
old Botany Bay in which 'Botany Bay' is understood to personify the spirit 
of the Foundation. In England, for some time after Phillip had made the 
actual settlement at Port Jackson, the convict colony continued to be called 
Botany Bay. 

This record is about ‘Botany Bay’ in two senses: It deals with Captain 
Cook's visit to Botany Bay; and it explores some of the human conse- 
quences of that visit. 

Historically accurate in all of its references, Old Botany Bay manages to 
give us the 'feel' of history in a vivid, dramatic and sometimes poignant 
way. Though all of the texts are taken from authenticated documents and 
ballads, they are treated freely, whimsically, mischievously and even out- 
rageously. 

By alternating perspectives, by cross-cutting between the 'voice of the 
people' (as we hear it in songs and ballads) and the stern voice of Governor 
Phillip (as transposed from Surgeon Arthur Bowes' Journal) we can feel 
something of the pain, glory, misery, horror, excitement and adventure of 
those early colonial days.. 

On Side 1 the listener will recognise Here's adieu to all judges and juries 
as an earlier and so more authentic version of ‘Botany Bay'. 

The Convict Oath, which ends Side 1, has been described thus: They 
chanted them with crossed and re-crossed hands, and the foot of each 
pressed to the foot of another. And after the verses, the “loving-cup" of 
blood . . . only a drop or two from each man's open vein, sucked by every 
other man. So was fealty to their leader, honour to one another, plighted. 
The Convict Oath was a terrible thing; it was never broken without occas- 
ioning death to someone — not necessarily the violater.’ 

Side 2 of tfve record is purposefully less 'documentary' in its format, 
although it continues to escort us progressively to the 1830s — towards the 
end of what might be called the first phase in Australia's history. 

The first two songs extend the area of settlement in Australia by their first 
reference to ‘Van Dieman’s Land'. 

Both Moreton Bay and The Convict's Tour of Hell were written by Frank, 
the Poet' — Francis McNamara — who was transDorted from Ireland in 1819. 

'Frank, the Poet' was probably responsible for the original version of 

The Wild Colonial Boy 

The lines f r om that song, ‘ "I'd rather roam these hills around like wolf, 
or Kangaroo than work one hour for your government" cried bold Jack 
Donahue', might be called the first defiant affirmation of an 'Australian'. 

Grateful acknowledgment is made to John Manifold for his The Penguin 
Australian Song Book, to Professor Manning Clark for his Sources of Aus- 
tralian History; and, most especially to Professor Russel Ward whose books 
and privately collected papers have been invaluable in compiling the 
material for this record. 

Peter O’Shaughnessy — is one of Australia's best known actors who has also 
worked in the theatre as a producer and writer. Since returning to Australia 
from Englanc 5 years ago, he has done much to promote the Australian 
'tradition'. Using early ballads, stories, poems and journal extracts, he has 
compiled a dramatic anthology which, in the form of a one-man show, he 
has presented on tour throughout the country. He scripted and starred in 
the Restless Years, the A.B.C.'s prize-winning Television programme. In 
1966 he produced a full scale musical and a play. Jemmy Green in Australia, 
for the Adelaide Festival of Arts. The 1968 Festival of Arts saw the debut 
of his famous readings from the works of Henry Lawson. 
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3THOrPAOMHECKHTi AHCAMBAb 

A ep. ^tCIOPA^ 


MERGVAKAR1S, scena IS etnograflnio spektakllo 

Motula Slrdela. V£li| vakartlf. Subat616s vakarelj. 
Ol Onula. Kas apsakys. S6Jau riitq. Vai tu, kasela. 
Val tu, sesytluke. Dalnuok, sesula. 

Vai Onula. Atskyr£ sesulj. Lludnas man rytells. 
Vai kai a§ buvau. 


AEBHHHHK, cuena H3 3THorpat})H4ecKoro cneKTaKA* 

MaTyuiKa-cepAeMKOf rio3AHHM BenepKOM. Cy66oTHHM BenepKOM. 

Oh, AHHymKa. Kto MOJKer onHcaTb. CeaAa pyTy. Bail tu, KOCHHKa. 
Bail tu, cecrpHHKa. rioH, cecrpHHKa. 

Ban, AHHyniKa. Hama cecrpHHKa. XMypoe yrpo. 

Oh, KorAa h. 


D a I n o s : 

Ne bet kokia merged a§ buvau. Kad a§ tur6tau 
Ukaslau §ulln£l|. Nuo puelnij ir avleciq 
Vai lauk^s lauk£s. Dalna apie 2iurus. 


OOOOOOOO 


Garso reiisierius V. KONDROTAS 
Dailinink£ O. SlMAITYTE 


FI e c h ii : 

fl A^BHpa 6bL\a. Hto 6 si HMeAa 

BbiKonaA h KOAOAep. Or KaAHHbi h mbahhu 

Bail, xtAdAa, >KAaAa. necHH o >K»opan 

3ByKope>KHccep B. KOH^POTAC 
XyAOJKHHK O. IHHMAflTHTE 

OOOOOOOO 


Penklollka kilometrij | pietvakarlus nuo Var6nos, Olos upGs deSlniaJame krante 
Istkurgs 2lurg kalmas. Daug kas gall pavyditl ]am grailq gamtovalzdilq, Slmtameflq 
aiuolg. Gamta ISIIes nepagallfejo 51am kalmul groilo, Ilk gero dlrvoiemlo pa5yk5t4Jo. . . 

DarbStus Ir naglngl ilGrletlal buriuazljos valdvmo metals nlekalp negalgjo sudurtl 
galo su galu. 15 kellq smillo r«ellq )le turijo Ismaltlnti gauslas Seimas. Pajamg gautl 
15 kltur buvo sunku. Todfel ne vlenas ilurletls savo valkystg Ir Jaunystg praleldo tarnaii- 
daml pas buoies. Apie mokslg nlekas net Ir nesva|ojo. 

• Kltalp atrodo Ir gyvena Zlurg gyventojal Slandien. Kalmas, kurls buvo labal atsl- 
llkgs, vlsq uimlr5tas, ISvydo dlenos Svlesa. MlSklnlnkal fla pastati darblnlnkg klubg, 
kurlame jslkurt Ir pradlng mokykla. Kalme vra pulkl parduotuvg, telefono rvSial. Ci.i 
velkia grybg, uogg, datf.oviq Ir valstaiollg suplrklmo punktal. O kg kalbett apie moks- 
Igl Siandlen §lo kalmo Jaunuollg sutlkslme Ir |valrluose technlkumuose, Ir aukStoslose 
respubllkos mokyklose. 

Neveltul 5luo kalmu susldomijo Vllnlaus universlteto kraStotyrlnlnkal. Nuo 1970 
metg rudens universlteto kraStotyrlnlnkg ekspedlrlja, vadovau|ama distytojo J. Trln- 
kuno, tlrla 5| kaimg. Nemaial rasta vertlngg dalvkg. 

Kalme yra pulklg datnlnlnkg. Llaudles daing entuzlastfes P. Plgagleni, A. Kalan- 
tlent, M. Paulauskleni, E. Cesnulevlflent, M. Raulu5altlen6, K. Lelkausklent Ir kltos 
| magnetofono )uostg |ra5£ vlr§ Slmto daing. Susikurg Zlurg kalmo etnograflnls llaudles 
daing ansamblls. Vakarals Zlurg pradln£je mokyklo|e skamba lletuvlg llaudles daing 
Ir ialdimg melodl|os. 

Ansamblls per metus lalko lurfejo penklollka ISvykg | |valrlus respubllkos mles- 
tus, paslrodt per televlzl|a, daug kartg |g dalnos buvo dalnuojamos per radljg. 2lurle£iq 
programa susldomft)o Vllnlaus plokStellq studlfa, Ir |ra54 Jq „Valniko pynlmo" dalnas. 


B nsTHaAgaTH KHAOMexpax k K>ro-3anaAy or Ba peHbi, Ha npaBOM Sepery pernor 
Yam, paeKHHyAacb AepeBHH TKiopaii. MsorHe MoryT 3aBHAOBaTb eu npenpacHbix OKpecT- 
HOCTen, cTOAeTHHX AyOoB. TlpupoAa He noaraAeAa 91011 AepeBHe KpacoTbi, toabko UAO- 
AopoAHoii 3eMAH no>KaAeAa. . . 

TpyAOAioOHBbie h yMeAbie amah 3toh AepeBHH b roAbi 0yp>Kya3HOH BAacTH b Aht- 
Be hhkbk He MorAH csecTii KOHqa e KOHqoM. Ha Ht'CKOALKH X necnaHbix noAocxax lie M AH 
AOAJKHbl OblAH npOKOpMHTbCH OoAbHIHe CeMbH. A°*°AOB CO CTOpOHbl He OblAO. I1O3T0My 
MHOme jKMpanqbi CBoe AerrTBO h MOAOAOCTb n poGaTpa'l hah b KVAaqKiix xoasiicTBax. 
O uiKOAe, oO yuefie h noMbun.v»Tb Guao Heuero. 

no-AP>TOMy )KHByT h Bbir,\HA»T JKHTeAH AepeBHH TKlopaH ceroAHS. A e P eBH «. Bce ' 
MH 3a0biTaa h OTCTaxas, yBHAeAa CBer coAHga. AecoBOAbi 3Aecb nocrpoHMi pa6omiH K,\y(5, 
b kotopom nosiecTHAacb h nasaAblias uiKoxa. B A l 'pCBHe ectb Mara3HH, TeAetJioHHas CBH3b, 
paOoTaroT nyHKTbi cKynKii rpnOoB, aroA, oBomeii h AeKapcTBeHHbix TpaB. Hto h roBopirrb 
06 yaeOel CeroAHH npeAcraBHTeAeH MOAOAoro noKOAemis AepeBHH HaftAemb h b TexHH- 
Kysiax, h b Byaax. 

HeAapoM stoh AepeBHeii 3aHHTepecoBaAHCb KpaeBeAu BH.\bHK>ccKoro yHHBepcHTe- 
Ta. C ocemi 1970 roAa KpaeaeAHecKaa 3KcneAHqna yHHBepcirreTa uoa pyKOBOACTBOM npe- 
noAaBareAH H. TpHHKyHaca HCCAeAyeT 3Ty A e peBHHJ. CoCpaHo MHoro qeHHoro Mare- 
puaxa. 

B AepeBHe ecrb npeupacHbie HcnoAHHTe.\H HapoAHbix neceH. HapoAHbie neaqu 
n. riHrarene, A. KaAaHTeHe, M. nayAaycKeHe. E. MeciiyAaBHieHe, M. PayAymaHTeHe, 
K. AefiKaycKeHe ii APyrHe 3anHcaAH Ha MarHHTHyio AeeTy CBbime era neceH. Ebi\ opra- 
HHSOBaH ^CropaiicKHii 3 Tiiorpa<t)H>iecKHii ancaMfiAb HapoAHOii necHH. Ilo Beuepan b hiko- 
Ae 3 Bviai MeAOAHH ahtobckhx HapoAHbix neceH h xopoboaob. 

3a roA ancaMOAb coBepmiiA namaAqaTb KOHgepTHbix noeaAOK b pa3Hbie ropoAa 
pecnyOAHKii, BbicrynaA no paAiio ii TeAeBHAemiio. riporpaMMOii aHcaM 6 Aa 3 aHHTepecoBa 
A acb BnAbtnoccKaa cryAHa rpaMiamicn h 3 anncaAa Ha rpaMUAacntHKy neemr «n.\eTeHne 

BeHKOBB. 
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ESTRADINES DAINOS 




I 

MANO PASAKA. RYTO IDILE. UGNELE SVEN- 
TA. J PLATIJ KELIA- SAPNAI. BALTAS RCKAS. 
KLAUSYK SlRDIES 
(V. BIoi£s iodi.) 

N. Tallat-Kelp§ait6 (1—4, 6, 7) 

A. Lemanas (5 — 7) 

Merglnq vokallnls ansamblis 
,,Dalna" (1, 4, 5) 

n 

2IBURELIS. MERGU2ELE — NE MERGAITE. 
piemenaite. riesuteliai 

(V. Bloi&s iodi.) 

SVYTI MED2IAI (R. Glrkontaltts lodl.) 
KALENDORIUS. AIDAS (R. Skufaltes lodl.) 
MEILES VASARA (S. 2llblno iodi.) 

V. Rakauskalte (1 — 4) 

O. Vallukevl£lut6 (5, 6) 

N. Tallat-Kelp5alt6 lr 
A. Lemanas (7, 8) 

Lletuvos TeIevlzl|os lr radljo 
lengvoslos muzikos orkestras. 
Dlrigentas ALOYZAS KONCIUS 
Garso reiislerlus V. BlClONAS 
Dalllnlnkas R. BUIVYDAS 


I 

MOH CKA 3 KA. YTPEHHRR HAHAAHR. CBR- 
TOfl OrOHb. no UIHPOKOfl AOPOrE. CHbl. 
EEAbltt TYMAH. nOCAYUIAn CEPAME 
(ca. B. EAowe) 

H. TaAAaT KeAnmafiTe (1 — 4, 6, 7) 

A. AeManac (5 — 7) 

BoKaAbHbiu aHcaMbAb AeBymeK 
«A^Hfia» (1, 4, 5) 

II 

OrOHEK. AEBY11IKA — HE AEBHOHKA. 
nACTYUIKA. OPELUKH 
(ca. B. EAowe) 

AEPEBbR CBETRTCR (ca. P. riipKOHTafiTe) 
KAAEHAAPb. 3X0 (ca. P. CKyMafrre) 

AETO AIOBBM (ca. C. >KamC>ii Haca) 

B. PaKaycKai'iTe (1 — 4) 

O. BaAHJKHBHMIOTe (5, 6) 

H. TaAAaT-KeAnmanTe if A. Ae- 
MaHac (7, 8) 

OpnecTp AerKOii rvry3hiKii 
AnTOBCKoro TeAeBiiAeiiHji h paAito 
A»«pn>K(‘p AAOH3AC KOHHIOC 
3flyKope>KHccep B. BHHIOHAC 
Xvao>kiiiik P. ByHBHAAC 
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Kompozltorius BENJ AMINAS GORBULSK1S (glm. 1925 m. Kaune) produk- 
tyvlal dirba visuose muzikos ianruose. Dar mokydamasis Vilniaus J. Tallat- 
KelpSos muzikos mokykloje lr budamas Lletuvos TSR ValstybinGs konservato- 
rijos studentas (1958 m. balge prof. E. Balsio ved. kompozicijos klase), parade 
nemaia stambios formos kQriniq. SatyrinG opera, keturios operetes, aple dvi- 
deSImt kurlniq slmfonlnlam orkestrul, kamerin6 muzlka, kurlnlal putiamqjq 
orkestrul, lletuvlq llaudles Instruraentams, daug lengvosios muzikos kQriniq — 
toks kompozitoriaus kuryblnls diapazonas. 

Kompozltorius B. GORBULSKIS, glaudiial bendradarbiaudamas su poetals 
Vyt. Bloie, R. Glrkontaite, J. LapaSinsku, V. Paltlnskalte, R. SkuCaite, St. 2li- 
binu, sukur6 |valrlq dainq: nuo populiarlos maslnfcs dalnetes ikl sudfctingos 
lSvystytos baladfes. 

197 1 -alsiais ypaf ISrySk6Jo penkiollka metq beslt^slanti B. GORBULSKIO 
lr poeto Vyt. Bloi6s draugyste. Sukurta dvide§lmt dainq, kurioms budingas 
lietuviq tautosakos stillus, gauslai naudojamos lr vystomos lletuvlq llaudles 
dainq intonacijos, ritmika, senovln£s dermis. 

Sloje autorin6je kompozitoriaus B. GORBULSKIO plok§tel6je — penkiollka 
dalnu, sukurtq 1971 metals. 


KoMno3HTop BEHbRMHHAC rOPBYAbCKHC (p. 1925 r. b rop. KayHace) 
npoAyKTHBHo pa6oTaeT bo Bcex M\’3biKaAbHbix >KaHpax. Eme 6vAy**H cryACHTOM 
rocyAapcTBeHHoii KOHcepBaTopim Ahtobckoh CCP (b 1958 r. okohmha K.\acc 
KOMno3>iqiiii npoc)). 3. EaAbCHca), co3Aa.\ p«A npoH^BeAeHiiii KpynHon (JjopMbi. 
CaTHpHMecKdH onepa, neTbipe oneperrbi, okoao ABaAqam npoinBeAeniiu aaa 
cuM(()OHimecKoro opnecTpa, KaMepHan MysbiKa, npoii3BeA0HHn aaj* AyxoBoro 
opnecTpa, ahtobckhx HapoAHbix HHCTpyMeHTOB, MHoro npoH3BeAeHHii AerKoii 
My3bIKH — TaKOB TBOp i ieCKIIH A l( ana30H K0Mn03IIT0pa. 

KoMno3HTop B. rOPBYAbCKHC, TecHo coTpyAHiman c no3T3MH B. Baojkc, 
P. rupKOHTaiiTe, H. AanamiiHCKacoM, B. naAbMHHCKairre, P. CKynairre, C. TKah- 
CiuiacoM, co3Aba MHoro pa3Hbix neceH: ot nonvAnpHoii MaccoBoii neceHKn ao 
caokiioh pa ibhtoh fia \\aAbi. 

B 1971 roAy ocobeHiio npoHBHAacb njrrnaAHaTH.\eTH«ri AP>>^6a B. TOP- 
BYAbCKHCA c no3TOM B. EAO>Ke. Haniican qiiKA neceH, KOTopbiM cBoiicTBe- 
Iieil CTIlAb AHTOBCKOrO (J)OAbKAOpa, B »I300HAHH HCnOAb3V IOTCH II pa3BHBaiOTCH 
AiiTOBCKiie napoAHoiiecemibie HHTOHaqmi, pirrMiiKa, crapiuiHue \aAbi. 

B 3 toh anTopcKon nAacriiHKe KOMno3iiTopa B. rOPBYAbCKHCA npeAAa- 
raioTCH nHTHaAqaTb neceii, co3AaiiHbix b 1971 roAy. 
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LIETUVOS TELEVIZIJOS 
IR RADIJO ANSAMBLIS 
„ARMONIKA“ 

Vadovas Vytautas Juozapaitis 

I 

MARSAS (G. Butautas) 

APYNELj NURASKYSIU (V. Juozapaitis — 
P. Gaule) 

POLKA (P. Dikdius) 

NEMISLINAU GERTI (lief. I. d„ harm. V. Bau- 
milas) 

TRANDIPOLKA (V. Juozapaitis) 

NEGERKI TRECIOS (V. Juozapaitis — B. Da- 
diulis) 

ARMONIKOS VALSAS (G. Butautas) 

GROMATEL£ PARASIAU ;v. Juozapaitis — 
S. Zlibinas) 

S o 1 1 it a i : 

B. URBONAS ir R. VESIOTA (2, i, 8| 
P. BILEVICIUS ir J. CEPULIS |4| 

II 

MED2IOTOJV MARSAS (V. Juozapaitis) 
MANO PYPKE (V. Juozapaitis — B. Daciulis) 
SAPNAGig POLKA (V. Juozapaitis) 

PER SILEL| JOJ AU (Met. I. d„ harm. V. Bau- 
milas) 

BOBUTES POLKA (G. Butautas) 

SENBERNIO DAINA (V. Juozapaitis — 
B. Daciulis) 

POLKUTE (G. Butautas) 

ATSISVEIKINIMO VALSAS (V. Juozapaitis) 

Sollstai: 

B. URBONAS ir R. VESIOTA |2| 

P. BILEVICIUS Ir j. CEPULIS (4) 

J. CEPULIS (6) 

Carso reilslerlus V. KONDROTAS 
Dailinlnk* B. GRABAUSKIENE 


Sakyk, sakyk, lietuvaite, 

Kieno esl tu mergaite 
Ir kas tavo per motyna 
Tokiq graiiq iiaugino. . . 

Si jumoristine daina-polka nuskambejo pirmq kartq Lietuvos radijo studijo- 
je 1969 metq rudenj. Susirinko tada bGrys jaunq muzikantq: Vytautas Juoza- 
paitis su armonika, Giedrius Butautas ir Putinas Grudzinskas smuikelius pasi- 
em?, Ridardas Legaudas triuba neSinas, Stasys Liupkevidius birbyn^ nusitve- 
r$s, Jonas AliSauskas kontrabasq tempdamas, o Algimantas Klimka — kelis 
barabanelius muidamas atskubejo. . . 

Kur buv$ kur nebuv^ ir Balys Urbonas su Petru Kasperavidium atkulniavo. 
Visi suskato prie mikrofono stoti ir skambios gaidos ieSkoti. Pabande ii 
klausos — kaip kaimo zmones groja ir dainuoja. Tiesa, muzikantai jraS^ tas pir- 
mas kelias polkas nebuvo tikri, jog muzika bus zmoniq pamegta. Bet jau po 
pirmojo ..Linksmojo subatvakario" pasipyle simtai laiikq, kuriuose buvo sa- 
koma vienu balsu: „Ot dia tai muzika! Ne tik jaunq, bet ir mGsq, senq kai- 
miediq, sirdis suvirpina. . ." 

Buta ko kompozitoriui V. Juozapaidiui ir jaudintis: juk tiek mokytqsi, 
spr^sta harmonija ir polifonija, o vel j rankas paimta armonika — pries drau- 
gus nepatogu. . . Bet laikas jrode, kad kompozitoriaus nerimauta be reika- 
lo. . . Ansamblio muzika prigijo liaudyje. „Armonikos" mielai klausosi ir 
mokytojas ir gydytojas, kolukietis ir darbininkas. 

Muzikq ansambliui raso dabar ne tik broliai Vytautas ir Jurgis Juozapai- 
diai. Vis dazniau savo kurinius pasiulo kompozitoriai V. Baumilas, V. Telks- 
nys, be to jaunieji: G. Butautas, P. Dikdius. 

Sioje plokSteleje isgirsite skambias polkas ir valsus, nuotaikingas ir pa- 
megtas dainas, kurioms tekstus parase B. Daciulis, P. Gaule ir St. Zlibinas. 

Pirmojoje „Armonikos" plokSteleje savo balsus isbande dainininkai: Pet- 
ras Bilevidius, Juozas Cepulis, Romualdas VeSiota ir Balys Urbonas. Jeigu pa- 
tiks, tai sekandioje ploksteleje nuskambes ir nauji skaidrus moterq balsai ir 
dar smagesne kitq kompozitoriq muzika. 

Tikimes, kad armonikos valsas iS plokiteles pades kaimo kulturos namams, 
kuriuose Sio liaudies numyleto instrumento dumpies jau seniai peliq sugrauz- 
tos. Tikimes atgaivinti mGsq kaimiedio dGiiq sava melodija ir pazjstamu 
ritmu. 

Na, o lietuvaites tikriausiai bus dekingos muzikantams ir dainininkams, jei 
grojant ..Armonikos" plokitelei, trypdami polkas lietuvaidiai, pakvies ir sva- 
jingam valsui, o pasibaigus sokiams, palydes ir apie bGsimas vestuves 
uzsimins. . . 


Prie tevelio aukito dvaro 
2ydi mano rutos, metos. 

Tik moiiuti man prisak£ 

Su berneliais nekalbeti! 

B. URBONAS 
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411 €F\R TO TH£ SOUITDS Of OUR HISTORY 

i-immicd dv ate semen 

PRODUCED BY GHhRLES R. REEVES & PCTCR WELLS 
EXEEUTNE PRODUCER. EMERSON STONE 


AN EAR TO THE SOUNDS OF OUR HISTORY was a pro- 
duction of CBS News and broadcast on the CBS Radio 
Network as a 30-part documentary on September 22 
and 23, 1973. This album is a compilation of highlights 
of that documentary series, a retrospective of memo- 
rable CBS News reporting. Eric Sevareid concluded the 
broadcast documentary, AN EAR TO THE SOUNDS OF 
OUR HISTORY, with the following essay: 


Radio brought into being the first new form of journalism in generations. 
It became the most personal form. Familiar, individual voices became 
more than a familiar by-line in a newspaper. In this retrospective series 
we have gone back to Munich, nineteen thirty-eight. That was the begin- 
ning, not of news itself by radio, but of systematic, structured journalism 
in sound, staffed by a new kind of journalist. He had to be able to speak, 
but he still had to be able to write; the word was everything. With tele- 
vision the word has lost its pre-eminence, if not its necessity. 

In those World War II beginnings the immediacy of radio news was breath- 
taking. Emotions, as well as facts and figures, had to be censored— self- 
censored. CBS was the first network to create its own organized repor- 
torial staff overseas. The others kept on for a time, putting on newspaper- 
men, politicians, other public figures; but the CBS success forced them to 
make the change. 

For those very early microphone reporters, including this one, it was ex- 
hilarating, it was exhausting, it was a bit frightening. Paul White, then 
the CBS managing editor, used a phrase about it all; he called it "a fine, 
careless rapture." 

But in broadcast reporting, too, the saddest words are, "it might have 
been." A reporter never quite gets over a big scoop that never made air. In 
forty-four I helped carry a mile of wire on my back to the summit of Mount 
Vesuvius, then in full eruption. Near the crater's edge we made the first 
recording of Vesuvius blowing off. An hour after we retreated that whole 
part of the mountain fell in. I put the recording on short wave to New 
York. The report next day, “too much static, couldn't use it." 

And there was Winston Burdett's beautiful script, written at dawn after 
his midnight entry with an infantry point into Rome. The moment of cap- 
ture of the first enemy capital, in the moonlight. That never made it to 
New York, either. 

Tnose things remain silent memories in our own private files. 

Those of us who began at the beginning of broadcast journalism are 
growing old now. A whole new generation of reporters is taking over. 
They will do it their way. Thirty years from now you'll be listening to 
another retrospective, to history in sound, but history that hasn't hap- 
pened yet. 

The past, as it says on the archives building here in Washington, 
is prologue. 


Side One: 

World War Two: CBS News Correspondent Eric 
Sevareid reporting from Paris on the impending fall 
of the city in 1940 • Eric Sevareid, “about a quarter 
century" later, recollecting how it had been in Paris 
“that June" • On September 1st, 1939, CBS News 
Correspondent Robert Trout reports on evacuations to 
the British countryside, introducing a BBC newsman 
trainside in London; a teacher and the voices of chil- 
dren are heard • On September 22nd, 1940, CBS 
News Correspondent Edward R. Murrow, with a roof- 
top report during an air raid on London • On Decem- 
ber 3rd, 1943, an Edward R. Murrow account of a 
bombing run he had covered over Germany (this 
account became known as "Orchestrated Hell") • On 
April 15th, 1945, Edward R. Morrow's report on the 
concentration camp at Buchenwald (he had been with 
the first allied reporters to enter it) • CBS News Cor- 
respondent Charles Collingwood's account of Ger- 
many signing its surrender at Reims, France, on May 
7th, 1945 • Robert Trout reporting Japan's surrender 
on August 14th, 1945. 

Other Wars: CBS News Correspondent Robert Pier- 
point under fire in Korea on May 17th and 18th, 
1951 • On September 16th, 1965, CBS News Corre- 
spondent Winston Burdett reports from Jammu, Kash- 
mir, as Kashmir is being contested in an undeclared 
war between India and Pakistan • On June 5th, 1 967, 
Reporter Michael Elkins broadcasting an eyewitness 
account from Jerusalem on the start of the six-day 
Middle East War. 

Indochina War: On October 1 2th, 1 965, CBS News 
Correspondent Morley Safer reports while under fire 
in Vietnam • On December 23rd, 1965, CBS News 
Correspondent Murray Fromson reports while on an 
air raid over the Ho Chi Minh supply trail • CBS News 
Reporter Richard Threlkeld's account of being pinned 
down by a sniper in Vietnam • In September, 1965, 
CBS News Correspondent Peter Kalischer is eyewitness 
to a mistake of war • On January 27th, 1973, CBS 
News Correspondent John Laurence reports from the 
Paris site of the signing of the Vietnam peace agree- 
ment • In 1969, CBS News Correspondent Mike 
Wallace interviews former infantryman Paul Meadlo 
about the My Lai massacre. 


Side Two: 

Assassinations: Montage of reports on November 
22nd, 1963, by CBS News Correspondents Allan 
Jackson in New York, and Nelson Benton and Dan 
Rather in Dallas, on the shooting and death of John 
F. Kennedy • On November 24th, 1963, Reporter Ike 
Pappas in Dallas is an eyewitness to the shooting of 
Lee Harvey Oswald • CBS News Reporter Steve Young 
reports from Carnegie Hall in New York City on the 
reaction there on the night of the assassination of 
Martin Luther King, April 4th, 1968 • The voice of 
Senator Robert Kennedy announcing Martin Luther 
King's death to an audience in Indianapolis on April 
4th, 1968 • CBS News Correspondent Bruce Morton, 
June 6th, 1968, reporting on the funeral route to be 
followed by the cortege of Senator Robert Kennedy 
in Washington. 

Hemingway Obituary: CBS News Correspondent 
Harry Reasoner's obituary for Ernest Hemingway, 
broadcast July 3rd, 1 96 1 , the day after Hemingway's 
death. 

Murrow on McCarthy: Edward R. Murrow essay 
concluding the March 9th, 1954, CBS News tele- 
vision documentary about Senator Joseph McCarthy. 

Andrea Doria: CBS News Correspondent Douglas 
Edwards' eyewitness description of the sinking of the 
Italian liner Andrea Doria on July 26th, 1 956. 

Civil Rights March: On March 25th, 1965, CBS 
News Correspondent Alexander Kendrick reports 
from Montgomery, Alabama, on the end of a five- 
day, 54-mile civil rights march from Selma. 

Elections and Politics: Robert Trout reports the re- 
sult of the Presidential election of 1 932 • H. V. Kalten- 
born commenting on President Roosevelt in 1940 • 
President Harry S. Truman mimicking H. V. Kaltenborn, 
after the 1948 Presidential election • Robert Trout at 
the 1964 GOP National Convention as Senator Barry 
Goldwater is nominated • CBS News Correspondent 
Neil Strawser reports the result of the Presidential 
election of 1 968. 

Apollo 1 1 : CBS News Correspondent Reid Collins 
describes the liftoff on July 16th, 1969, of the first 
moon-landing flight • Reid Collins reports on the land- 
ing of Apollo 1 1 on the moon, July 20, 1969 • Reid 
Collins reports man's first step on the moon, July 
20, 1969. 
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"Gould plays Schoenberg with love, not just affinity. . . .There is a profound technical, intellectual and emotional identification with the music."— The New York Times 
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ARNOLD SCHOENBERG: 

THE COMPLETE MUSIC FOR SOLO PIANO 
'GLENN GOULD 

Side 1 

DREI KLAVIERSTUCKE, Op. 11 (ascap-is:ii) 

Electronically rechanneled for stereo 

FUNF KLAVIERSTUCKE, Op. 23 (ascap-h:5o) 

Side 2 

SECHS KLEINE KLAVIERSTUCKE, Op. 19 (ascap-5:27> 
SUITE FUR KLAVIER, Op. 25 <bmi-i7:3s) 


KLAVIERSTUCK, Op. 33a) 
KLAVIERSTUCK, Op. 33bJ 


(BMI— 7:03) 


For Arnold Schoenberg, the piano was an instrument of con- 
venience. He turned to it as a sole vehicle on five occasions — 
six, if one counts the Piano Concerto — and used it also in his 
lieder, as partner to the voice, '< nd in certain of his instru- 
mentally assorted chamber wcuks. To some extent, then, it is 
possible to trace the development of Schoenbergs stylistic 
ideas through his writing for piano; and in doing so, >ne comes 
to the conclusion that with the < ppeaiance of each st bsequent 
work, the piano per se meant less anc less to him. Mind you, 
it would be unfair to imply that Schoenberg was unsympa- 
thetic to the mechanics of the instrument. There is not one 
phrase in all of his music for the piano which is badly con- 
ceived in terms of execution on a keybeard. 

Schoenberg does not write against the oiano, but neitl er can 
he be accused of writing for it. There is not one phrase in his 
keyboard output which reneals the least indebtedness to the 
percussive sonorities exploited in an overwhelming percentage 
of contemporary keyboard music. Either Schoenberg recog- 
nized that the n.oto ritmico barbarico method was absolutely 
the dead end it h is since been proved (an insight granted to 
few of his confrf res) anc that its heyday could endure only 
so long as the la* t tendor, stayed unstretcl ed; or, as I hold to 
be the case, he possessed almost from the o rtset of his career a 
very different opinion as to how the instr iment might serve 
him best. He asks very little of the piano in terms of instru- 
mental eccentricity. One might cite the pedal harmonics in the 
first movement of Opus 11 (which almost invariably fail to 
carry beyond the first row) and the demonic metronome mark- 
ings of the Piano Concerto (which his courteous foreword 
suggests be taken with a grain of salt) as indulgences, but 
there are precious few other instances in which Schoenberg 
demands of the instrument anything that goes against the 
grain of its sounding board. 

it was about 1908 that Schoenberg began to use the piano as 
solo instrument. Perhaps no other composition was as crucial 
o Schoenberg's future, and, if one accepts the eventualities 
>- that future, then also to 20th-century music, as the Three 
Piano Pieces , Op. 11. They were not his first atonal works, for, 
besides the last movement of the Second Quartet, many of the 
songs in his magnificent cycle Das Buch der hangenden Carten, 
Oy 15, predated Opus 11. But in terms of a sustained structure 
(th ■ second of the Three Piano Pieces runs to nearly seven 
minutes), Opus 11 was the first major test of the possibilities 
o' irvival in a musical universe no longer dominated by a 
trin 'J ally centered harmonic orbit. And the survival potential 
we n the basis of Opus 11, eminently satisfactory. 

O, . , 11, No. 1 , is a masterpiece. Judged by any criteria, this 
gk ous vignette must rank with the very best of Brahms' 


Intermezzos. Opus 11, No. 2, is not nearly so successful. It is 
a long, somewhat gawky construction that keeps posing 
sophisticated melodic utterances over a D-F ostinato which, in 
view of the speculative uncertainty of the harmonic universe 
into which Schoenberg now projected himself, was perhaps 
retained for that same degree of consolation and reassurance 
that Peanuts' Linus seeks in his blanket. Opus 11, No. 3, is the 
first example of those flamboyant studies in sonority with 
which Schoenberg experimented in these transition years and 
which he was shortly to employ in the Five Orchestral Pieces, 
Op. 16. 

I wonder if any group of pieces of comparable total duration 
(five-and-a-half minutes, give or take a Luftpause) has ever 
elicited as much analytical scrutiny as Schoenberg's Opus 19. 
Ironically, these Six Little Piano Pieces, which were once de- 
scribed as having condensed a novel into a sigh, have been 
subject over the last fifty years to enough critical attention to 
fill a small encyclopedia. These are, indeed, puzzling, even 
infuriating pieces, and the initial reaction to them was not al- 
together unjustified. It is disconcerting to admit that Schoen- 
berg, the creator of the colossal Currelieder, should be reduced 
to writing keyboard trifles. Furthermore, one is tempted to 
read these works in the light of their influence upon Schoen- 
berg's disciples. The phenomenon of their brevity so fascinated 
the young composers under Schoenberg's tutelage that, with 
an apostolic fervor equalled in recent years only by the cult of 
the aleatoric or the curse of the reversible tape, these pieces 
reappeared almost instantly as Webern's Opus 9 and as Alban 
Berg's slightly more substantial Opus 5. Suddenly, the art of 
the miniaturist was prospering; pianissimos proliferated, and 
rests acquired fermatas. A new day of Augenmusik was at 
hand. It was, of course, an escape hatch, an emergency exit for 
the uncomfortable stowaways aboard the good ship post- 
Wagnerian Romanticism. 

But Schoenberg was not of this company: his Verklarte Nacht, 
Pelleas et Melisande, the Quartet in D Minor and the Cham- 
ber Symphony in E were never an appendix to the post- 
Romantic movement. They were, rather, its intense and 
resourceful culmination. Schoenberg had earned the right to 
experiment; however. Opus 19, despite being a stimulus to the 
pointillistic manner, was not, for Schoenberg, a profitable ex- 
periment. Shortly, he was to withdraw into a decade of re- 
flection and meditation. To continue as a miniaturist was not 
to be his role. Indeed, the very best of his miniatures, the 
penultimate song from Das Buch der hdngenden Carten, Op. 
15, makes its effect not only because of pointillistic novelty, 
but also through the contrast implicit in its location within the 
spacious architecture of that last of the great Romantic song 
cycles. 

With Opus 23, composed in 1923, Schoenberg returned to a 
more conventional scale of duration. These Five Piano Pieces 
are not unlike Opus 11 in texture, but they are infinitely more 
elaborate in terms of the motivic involvements. For Schoen- 
berg was on the brink of his still-controversial technical break- 
through — the system of composition with rows consisting of 
twelve tones. The fifth piece of Opus 23 is the first legislated 
twelve-tone composition — a statistic for the record only, since 
in all other respects it is dwarfed by the superbly inventive, 
not quite totally organized composing process which produced 
Nos. 1 through 4. Schoenberg's method, while verging on the 
twelve-tone procedure, was an extension of the semi-system- 
atized motivic variation which he used to great effect in such 
works of his atonal period as the monodrama Erwartung, Op. 
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17. It is a method by which a sequence of intervals recurs ad 
infinitum, the statements being distinguished from one another 
only by variables of rhythm, transposition and dynamic 
projection. For the continuance of these primary motivic 
groups (there need not, as in the early practice of the twelve- 
tone system, be only one group) such conceits of Classical- 
Romantic organization as first theme, secondary theme, 
episode and so forth become meaningless — or, at any rate, 
change their spots to match the dynamic, rhythmic and, if I 
may borrow a useful bit of Princetonian terminology, pitch- 
class conditions. 

Of Opus 25, composed in 1925, I cannot speak without some 
prejudice. I can think of no composition for solo piano from 
the first quarter of this century which can stand as its equal. 
Nor is my affection for it influenced by Schoenberg's total 
reliance on twelve-tone procedures. The fact that some of 
Schoenberg's greatest works were produced in the last half of 
the 1920's is undoubtedly related to his use of the twelve-tone 
method. But indirectly! Schoenberg, the prophet who had 
fallen silent, had found his voice again. From out of an arbi- 
trary rationale of elementary mathematics and debatable 
historical perception came a rare joie de vivre, a blessed enthu- 
siasm for the making of music. And the Piano Suite, for all its 
reliance on binary dance forms and its sly digs at pre-Classical 
convention, is among the most spontaneous and wickedly in- 
ventive of Schoenberg's works. 

The two pieces of Opus 33 (1929 and 1932) are a bit of a let- 
down. They make use of the harmonically subdivided row 
devices with which Schoenberg was increasingly preoccupied 
during the last two decades of his life. This is the technique 
that appeared in most of his twelve-tone works from the time 
of Von Heute auf Morgen and Accompaniment to a Film Scene 
(1929 and 1930) on. In somewhat modified form, it was to pro- 
duce the haunting, quasi-tonal harmonies found in many of 
the late works (Kol Nidre, Ode to Napoleon, etc.) and also to 
encourage in the more conventional twelve-tone essays of the 
last period ( Piano. Concerto, Violin Fantasy, etc.) an exploita- 
tion of invertible hexachords as row material. In Opus 33, 
however, the vertical aspects of the tone-row technique had 
not yet been assimilated, and the result is a somewhat pedes- 
trian exposition of three- and four-tone superpositions deco- 
rated by what are, for Schoenberg, rather rigid melodic ideas. 

Experiment was the essence of Schoenberg's musical experi- 
ence, and we can be grateful that in carrying out his experi- 
ments, he turned on five occasions to the solo piano. Each of 
these compositions either inaugurates or shares in the inaugu- 
ration of a new chapter in Schoenberg's development. And, 
given his pragmatic relationship to the instrument, it is not 
surprising that when, in his later years, he occupied himself 
with an experiment of conciliation between the twelve-tone 
method and harmonic structures reminiscent of his pre-atonal 
style, the piano, incidental to the symphonic vocabulary which 
he now recalled, was no longer suited to his purpose. But, dur- 
ing the crucial moments of the most significant experiments 
of his career, during the years when Schoenberg was rework- 
ing the contemporary musical language, the piano — inexpen- 
sive to write for, instantly able to demonstrate the dangers and 
the possibilities of a new vocabulary — was his servant. 
Schoenberg repaid it with some of the great moments in its 
contemporary literature. ^ ^ ^ ^ | 
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HYMNEN 
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Anthems for electronic and concrete sounds 
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1 Vationalhymncn sind die bekannteste Musik, die man sich vor- 
stellcn kann. Jcdcr kennt die Hymnc seines Landes und vicllcicht nodi 
cinigc andcrc, wcnigsicns deren Anfangc. 

Intcgricrt man bekannte Musik in cine Komposition unbekannter, ncucr 
Musik, so kann man besonders gut horen, wie sic intcgricrt wurdc: un- 
transformiert, mehr odcr weniger transformiert, transponiert, moduliert 
usw. Jc sclbstvcrstandlidicr das Was, um so aufmerksamer wird man fur 
das Wie. 

Natiirlich sind Nationalhymncn mehr als das: sic sind »gcladcn« mit Zeit, 
mit Gcsdiichtc — mit Vergangenheit, Gegenwart und Zukunft. Sic be- 
tonen die Subjektivitat von Volkcrn in cincr Zeit, in dcr Univcrsalitat 
allzuschr mit Uniformitiit vcrwcchsclt wird. Subjektivitat — und Weeh- 
sclwirkungcn zwischcn musikalischcn Subjekten — muss man auch gut 
untersdicidcn von individualistisdicr Absondcrung und Trennung. Die 
Komposition Hymnen ist keine Collage. 

Viclscitigc Wcdisclwirkungen sind auskomponiert zwisdicn vcrsdiicdencn 
Hymnen untercinandcr sowie zwischcn dicscn Hymnen und neuen ab- 
strakten Klangformen, fiir die wir keine Namcn haben. 

Zahlrcichc kompositorisdic Prozessc dcr Inter-Modulation sind in den 
Hymnen angewandt worden. Zum Bcispicl wird dcr Rhythmus eincr 
Hymne mit der Harmonik cincr andcrcn Hymne, das Ergebnis mit der 
Lautstarkekurve eincr dritten Hymne, dieses Ergebnis wiederum mit 
dcr Klangfarbcnkonstcllation und mit dem mclodischcn Vcrlauf elcktro- 
nischcr Klangc moduliert, und schlicsslich wird diesem Ercignis nodi cine 
raumlidic Bewegungsform aufgcpragt. Mandimal werden Tcile cincr 
Hymne roh, nahezu unmoduliert in die Umgebung clektronisdicr Klang- 
ereignissc cingclassen, mandimal fiihren Modulationcn bis an die Grenze 
der Unkenntlidikeit. Dazwisdien gibt es vielc Grade, vielc Stufen dcr 
Erkennbarkeit. 

Ausscr den Nationalhymncn sind weitcre -gefundene Objekte* verwendet 
worden: Spradifetzen, Volksklangc, aufgcnommene Gcsprache, Ercignisse 
aus Kurzwellcncmpfangern, Aufnahmen von offentlidicn Veranstaltungen, 
Manifestationen, cine Sdiiffseinwcihung, ein diincsischer Kaufladen, ein 
Staatsempfang usw. 

Die grossen Dimensionen in Zeit, Dynamik, Harmonik, Klangfarbe, 
raumlidier Bewegung, Gesamtdaucr und die Unabgcsdilosscnheit der 
Komposition ergaben sidi im Vcrlauf der Arbeit aus dem universalcn 
Charakter des Materials und aus der Weite und Offenheit, die ich selbst 
in dcr Auscinandcrsetzung mit diesem Projekt — Vercinigung, Integra- 
tion sdieinbar beziehungsloscr alter und neuer Phanomene — erfahren 
habe. 

Verstecke, was du komponierst, in dem, was du horst. 

Verdeckc, was du horst. 

Stelle etwas neben das, was du horst. 

Stcllc etwas weit ausserhalb dessen, was du horst. 

Unterstutze, was du horst. 

Setze ein Ereignis, das du horst, fiir lange Zeit fort. 

Verwandle ein Ercignis bis zur Unkenntlidikeit. 

Vcrwandle ein Ereignis, das du horst, in das vorige, das du komponiert 
hast. 

Komponiere, was du als nadistcs erwartest. 

Komponicre oft, horc aber auch fiir langere Zciten dem zu, was schon 
komponiert ist, ohne weiter zu komponicren. 

Misdic allc Anwcisungen. 

Besdilcunige zunchmcnd den Strom deiner Intuition. 


Karlheinz Stockhausen 


1 Vational anthems are the most well known music that one can 
imagine. Everyone knows the anthem of his own country, and perhaps 
those of several others, or at least their beginnings. 

When one integrates in a composition known music with unknown, new 
music, one can hear especially well how it was integrated: untransformed, 
more or less transformed, transposed, modulated etc. The more self- 
evident the What, the more attentive the listener becomes to the How. 
Naturally, national anthems are more than that: they arc “loaded” with 
time, with history — with past, present and future. They accentuate the 
subjectivity of peoples in a time when uniformity is all too often 
mistaken for universality. One must also make a clear distinction between 
subjectivity — and correspondence between subjective musical objects — and 
individualistic isolation and separation. The composition Hymnen is not 
a collage. 

Many-sided correspondences have been established between various 
anthems as well as between these anthems and new abstract sound shapes, 
for which we have no names. 

Numerous compositional processes of inter-modulation were applied in 
Hymnen. For example, the rhythm of one anthem is modulated with the 
harmony of another; this result is modulated with the dynamic envelope 
of a third anthem; this result in turn is modulated with the timbral con- 
stellation and melodic contour of chosen electronic sounds; finally, this 
result is given a specific spatial motion. Sometimes parts of anthems arc 
allowed to enter the environment of electronic sounds, in raw, almost 
unmodulated form; sometimes modulations lead almost to the point of 
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unrccognizability. There arc many degrees in between, many levels of 
rccognizability. 

Aside from the national anthems further “found objects" have been used: 
scraps of speedi, sounds of crowds, recorded conversations, sounds from 
short-wave radios, recordings of public events, demonstrations, a christen- 
ing of a ship, a Chinese store, a diplomatic reception, etc. 

The large dimensions of time, dynamics, harmony, timbre, spatial motion, 
total duration and opcncss of the composition arose in the course of work 
out of the universal character of the material and the breadth and opcncss 
which I myself experienced in my encounter with this project — the unifi- 
cation and integration of seemingly unrelated old and new phenomena. 

Hide what you compose in what you hear. 

Cover what you hear. 

Place something next to what you hear. 

Place something far away from what you hear. 

Support what you hear. 

Continue for a long time an event you hear. 

Transform an event until it becomes unrecognizable. 

Transform an event that you hear into the one you composed last. 

Compose what you expect to come next. 

Compose often, but also listen for long periods to what is already 
composed, without composing. 

Mix all these instructions. 

Increasingly accelerate the current of your intuition. 

Karlheinz Stockhausen 
[translated by Gregory Biss and Rolf Gehlhaar] 

I-scs hymnes nationaux sont la musique la plus connue que l’on 
puisse imagincr. Chacun connalt I'hymne de son pays et peut-etre encore 
quclques autres, du moins leur debut. 

Si l’on int&gre de la musique connue dans une composition de musique 
nouvelle, inconnue, on peut entendre d’autant mieux, comment elle a £t£ 
int£gr£e: non transform^, plus ou moins transform^, transposee, 
module etc. Plus le Quoi va de soi, et plus on sera attentif au Comment. 
Naturellement, les hymnes nationaux sont plus que cela: ils sont « charges * 
de temps, d'histoire — de pass£, de present et d’avenir. A une epoque ou, 
on confond volontiers universalite et uniformite, ils mettent l’accent sur 
la subjectivity des peuplcs. II faut nettement distinguer la subjectivity — 
et l’interaction de divers sujets musicaux — de la syparation et de l'isole- 
ment individualiste. La composition intitule Hymnen n’est pas un 
collage. 

Des interactions multilatyrales ont yte composees entre differents hymnes, 
ou entre certains de ces hymnes et de nouvelles formes sonores abstraites, 
pour lesquelles nous n’avons pas de noms. 

De nombreux processus compositionnels apparente a l’intermodulation 
ont y t y utilises dans les Hymnen. Par exemple, le rythme d’un hymne a 
ety module par l’harmonie d’un autre, le rysultat par l’enveloppe dynami- 
que d’un troisi^me, le nouveau produit par la constellation de timbre et 
le dyroulement melodique d’un ensemble de sons yiectroniques, et finale- 
ment, cet cv^nement est encore pourvu d’une forme de mouvement dans 
l’cspace. Parfois, dcs parties brutes d’un hymne sont introduites presque 
sans modulation dans les environs de phenom^nes sonores yiectroniques, 
parfois, dcs modulations m^nent i la limitc du myconnaissable. Entre ces 
extremes, il y a beaucoup de degrys, de niveaux de reconnaissabilite. 

En plus des hymnes nationaux, d’autres « objets trouvy$ * ont encore ete 
utilises: bribes de parly, bruits de foule, conversations enregistrees, pry- 
lavements de programmes en fryquence module, enregistrement de mani- 
festations publiques, meetings, le bapteme d’un navire, une boutique 
chinoise, une ryception officielle, etc. 

Les grandes dimensions dans le temps, l’harmonie, le timbre, la dynami- 
que, le mouvement dans l’espace, la duree totalc et meme l’inachevement 
de la composition ont rysuhy, en cours de travail, du caract£re universel 
dcs matyriaux, ainsi que de l’ouverture et de l’ytendue dont j’ai fait 
l’expyriencc en me confrontant A cc projet: ryunir, intygrer des pheno- 
m^nes de caract£rc vieux et nouveaux apparemment sans relations les uns 
avee les autres. 

Cache ce que tu composes dans ce que tu entends. 

Couvre cc que tu entends. 

Place quelque chose c6ty de ce que tu entends. 

Place quelque chose loin en-dehors de ce que tu entends. 

Soutiens cc que tu entends. 

Prolonge pendant longtemps un yvincmcnt que tu entends. 

Transformc un yvincmcnt jusqu’a le rendre myconnaissable. 

Transforme un yv^nement que tu entends dans celui que tu as composy 

prycydcmment. 

Compose cc que tu attends commc prochain yv^nement. 

Compose souvent, mais ycoutc parfois aussi pendant longtemps i ce qui a 
y t y dyj* composy, sans plus composer. 

Myiange toutes les instructions. 

Accyi^re toujours davantage le flux de ton intuition. 

Karlheinz Stockhausen 
[traduction T. et H. Pousseur] 
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2 triangular wave, p. 19 
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6 Nexus II, excerpt, David Dunn, p. 1 

7 Fontana Mix, John Cage, p. 3 
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4 Stinger, Dave Fredericks, p. 20 

5 Festival of Beautiful Waters, 

Olivier Messiaen, p. 31 

6 Sonic Contours, Vladimir Ussachevsky, 
p, 31 

7 Gargoyles, excerpt, Otto Luening, p. 31 
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at least to give a kind of musical synopsis or 
impression of it. Liszt, however, treats his themes in 
a far more complex manner than Berlioz by 
constantly varying them melodically and 
harmonically, depending on the situation he is 
portraying in the music His piano concerti are also 
in one long movement subdivided into three 
sections, each section being based on a motif heard 
at the beginning of the first movement. In his fourth 
symphony (on MHS 802) Schumann also 
experimented with musical form in a manner not 
unrelated to Beethoven, Berlioz, or Liszt. Each of the 
four movements are based on two or three melodic 
fragments which are first heard in the introduction to 
the first movement. The fragments undergo melodic 
and rhythmic changes from one movement to the 
next, but their original form is generally easily 
recognizable. 

In each of his symphonies, Brahms, like his older 
contemporaries Berlioz, Schumann, and Liszt, 
makes use of a melodic fragment which usually 
occurs in each of the four movements. Unlike the 
other composers, however, Brahms' motifs do not 
necessarily recur in each movement of a 
composition, though they are generally present in 
two or more. In the Symphony No. 2 in D, Opus 73, 
the opening three notes (in the basses) serve as a 
motif which is heard in all four movements, thus 
unifying by a common melodic fragment all four 
movements. The fact that the motif is sometimes 
elusive does not mean that it is not present. Rather, 
it points up Brahms' ability to vary his themes in 
many different ways For example, the first and last 
movements begin with the same three notes (which 
are also common to the other movements), but the 
difference is so great that they have a completely 
different musical character. 

One can almost trace the growth in popularity of 
Brahms' second symphony by reading the various 
letters and reviews in which it is mentioned 

Brahms' friend, the surgeon Theodore Billroth, 
wrote of the four-hand version of the symphony 
(made by the composer), that "it is like blue 
heavens, the murmur of springs, sunshine, and cool 
green shadows. If the instrumentation does not 
get too pure and modest, the Viennese will have an 
especially great joy out of this piece of yours." 
(November 14, 1877). 

While the first symphony met with instant public 
approval, the second was received in a less cordial 
manner Although the first symphony was greeted 
with some reserve in Vienna (Hanslick's review 
notwithstanding), the second was regarded as 
"more attractive" and more "understandable." The 
third movement was praised for its "original melody 
and rhythms" and the whole work was described as 
reflecting "the fresh, healthy life only to be found in 
beautiful Vienna " 

In Leipzig, however, where the first had been very 
successful, the second symphony was regarded 
politely but with evident disappointment One critic 
wrote of the first Leipzig performance (January 10, 
1878) "The Viennese are much more easily satisfied 
than we. We make quite different demands on 
Brahms, and require from him music which is 
something more than 'pretty' and 'very pretty' when 
he comes before us as a symphonist. Not that we do 
not wish to hear him in his complaisant moods, not 


that we disdain to accept from him pictures of real 
life, but we desire always to contemplate his genius, 
whether he displays it in a manner of his own or 
depends on that of Beethoven We should have 
pronounced the work to be one worthy of respect, but 
not counting for much in the domain of the 
symphony. Perhaps we may be mistaken; if so, the 
error should be pardonable, arising as it does from 
the great expectations which our reverence for the 
composer induced from us." 

In the spring of 1878, the new symphony was 
performed at Dusseldorf. At this performance it was 
described as a "feast such as we have seldom heard. 
The audience was jubilant after each movement, and 
would not be satisfied until the third was repeated. " 

Meanwhile, in Paris, Eduard Lalo (composer of 
the popular Symphonie Espagnole) wrote to his 
friend Sarasate on October 28, 1878: "Today I am 
writing to you in a state of inexpressable 
stupefaction! The reason is Brahms' Second 
Symphony in D. I read it through yesterday morning 
and I heard it the same day at the Concert Populaire. 
And this is the man whom some rank above, and 
others beside, Schumann ! Schumann, the great 
poet, powerful, inspired, whose every note is 
individual— and the author of the Second Symphony 
in D-it's absolutely grotesque. Brahms is a 
second-rate mind. He has dug up every corner in 
modern harmony and counterpoint-that's his only 
importance. He is not a bom musician, his invention 
is always insignificant or derivative, and in his latest 
symphony, the pastiche, is especially flagrant he 
orchestrates like a pianist, and if one of us had 
written such mediocre orchestration the rest of us 
would say: "My dear fellow, you have possibilities, 
but hurry back to the school-room." 

On September 29, 1878 the second symphony was 
performed at a music festival in Hamburg, along 
with Mendelssohn's Walpurgis Nacht (for chorus 
and orchestra) and works by Spohr, Weber, and 
Schubert. Ludwig Meinardus, of the Hamburg 
Correspondent wrote of the performance: "Brahms 
himself conducted his symphony, which is sealed 
with the stamp of immortality, in his native city 
before an audience of thousands raised to festival 
pitch, in which mingled a large number of musical 
authorities from outside. The enthusiasm was 
increased by this circumstance, and by the simplicity 
and quiet energy with which Brahms handled the 
baton. It prepared for him an ovation as he ascended 
the conductor's podium in the shape of a big laurel 
wreath, a flourish, and a stormy welcome from those 
upon and in front of the platform; it broke out after 
each of the four movements, and increased at the 
close of the third to a da capo demand to which the 
conductor and composer only at length and with the 
reluctance of modesty resolved to yield; it was 
expressed finally, at the close of the work, by 
persistent recalls and by a rain of flowers which 
poured from all sides upon the admired and revered 
composer. " 

Douglas Townsend 
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Dr. h.c. Ludovit Rajter (born in 1906) is one of the 
most prominent, experienced and cultured 
personalities of contemporary Slovak music culture. 

He attended the City Music School in Bratislava 
and later the Slovak Music School. In 1924 Rajter left 
for Vienna and became a student at the Viennese 
Music Academy where he studied composition and 
conducting From Vienna stems his profound and 
intimate knowledge of the Austrian and German 
classics in music, which later became his domain and 
helped him to achieve world fame. 

In 1945 Rajter returned to Slovakia and was 
appointed conductor of the Symphony Orchestra of 
Czechoslovak Radio in Bratislava, which was at that 
time the only professional orchestra in Slovakia 
Rajter's return represented a great contribution to 
the music development in Slovakia, since he was a 
conductor of international renown. After the 
establishment of the Slovak Philharmonic, L'udovit 
Rajter was appointed conductor, succeeding Vaclav 
Talich. 

The Slovak Philharmonic Orchestra was 

established in 1949. Under the guidance of Vaclav 
Talich, the orchestra gained an accomplished 
technical and artistic base and during this time the 
orchestra worked its way up to an ensemble of good 
European standard L Rajter considerably helped in 
building the basic repertory of the Slovak 
Philharmonic, which consists of works by classic and 
romantic composers. 

Timings: 

Side 1: 14:10, 9:45/24:00 
Side 2. 4:45, 17:15/22:05 
Side 3: 15:24, 9:15/24 44 
Side 4 5:22, 9:55/15:22 

Mastering: Bill Kipper, Masterdlsk Corp. 

Cover: The Much Resounding Sea (2330), Thomas Moran; National Gallery of 
Art, Washington, Gift of the Avalon Foundation 
Library of Congress Catalog Card Number: 79-750774 
Licensed from OPUS 9110 0534/5 
® Oput 1978 

© © Musical Heritage Society. Inc.. 1979 
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“IF I CAN HELP SOMEBODY 1 


TCA 103 

I am thankful unto God for my executive producers, Mr. Tony Carter and Ms. Barbara STEREO 

Darden. I wish to express my sincere appreciation to my co-producer and music consultant, 

Mr. Calvin Carr, who has displayed his outstanding musical versatility in playing the organ, 
piano, string ensemble as well as background vocals. Many thanks goes to Darryl Dean- 
Frank Randall, Jr., Greg Frison and Robin Jeffrey. I can never forget the persons behind the 
scene, Frank and Mary Ann Virtue, our beautiful engineers. 

God Bless them all Gwen Carter 
SIDE 1 

1. IF I CAN HELP SOMEBODY 

Writer. Clyde G. Carter 

2. OH HOW I LOVE JESUS 

Writer: Clyde G. Carter & Gwen Carter 

3. WADE IN THE WATER 

Writer: Clyde G. Carter 

4. A CHANGE IS GONNA COME 

Writer: Sam Cooke 

5. GOD IS SO GOOD TO ME 

Writer: Clyde G, Carter 

SIDE 2 

1. GOD IS SO GOOD TO ME (Instrumental) 

Writer: Clyde G. Carter 



ALYCE BROWN 

1922-1977 

This album is dedicated to the memory of Mrs. Alyce 
Brown, a loving mother and teacher who devoted 
her life to the education of handicapped children. 
She was the assistant director of Carousel House. 
During her lifetime she received many honors 
including the “Mayor’s Award” for her services." Mrs. 
Alyce Brown dedicated her life to helping others. 
Her services will always be remembered by The 
Jardel Recreation Center, The Logan School and 
The Carousel House, and most of all her loving 
daughter Barbara. I too feel if I can help somebody 
as I pass along, I know my living shall not be in vain. 

Prayerfully Submitted 
Ms. Barbara Darden 


2. LEARNING TO LEAN 

Writer: John Stallings 

3. YOU CAN’T MAKE ME DOUBT HIM 

Writer: Clyde G. Carter 

4. HE 

Writer: Richard Mullan 

5. LEARNING TO LEAN (Encore) 

Writer: John Stallings 


Gwen Carter has done It again. She has given the local gospel scene a new and refreshing spiritual uplift with her latest album. If I 
Can Help Somebody." In this new and very exciting album. Gwen has followed through in her ministry of song from her past album 
of "One More Day's Work" to giving someone a helping hand along the weary and arduous trails of life. You will feel the spirit of the 
Lord when you hear Gwen sing an old favorite hymn, "Oh How I Love Jesus" accompanied by the able talents of Mr Calvin Can 
You’ll gain spiritual encouragement when you hear Gwen sing, "Learning to Lean" and "A Change Is Going To Come You will also 
enjoy another favorite. "He" which Gwen sings enthusiastically 

We would like tC> take this opportunity to thank Gwen and her producers for bringing a marvelous and beautifully tasteful gospel 
album to the Philadelphia gospel community Maybe after hearing her sing, we'll also be encouraged to "help somebody" 

Louise Williams WDAS - AM-FM Phila. Pa. 


Background Vocals: Calvin Carr, Gwen Carter 

Recorded at Virtue Sound Studio, Phiia. Penna. 

Recording Engineers Frank Virtue, Mary Ann Virtue 
Executive Producers, Barbara Darden, Tony Carter 

Co-Producer CaMn Carr 

Cover Photography by Nick of Westside Studio Phila., Pa. 

© 1 978 TCS RECORDS Carter Music Publishing BMI/For more Information concerning this LP. write or call: Tony Carter Enter- 
prises 5218 Walnut Street Philadelphia, Penna 19139 (215) 476-0895/Also available on Stereo Tapes. 

TC 

MUSIC IS OUR S Mess ACE 


MUSIC PERSONNEL: 

Tony Carter, CaMn Carr: (Keyboards) 
Robin Jeffrey; (Bass) 

Darryl Dean; (Lead Guitar) 

Frank Randall, Jr.; (Drums) 

Gregory Frison; (Congos, Bongos) 



WHEN I LOOK INTO YOUR EYES 3:25 

(R. Steele, S. Chochinov) 

EVERY BROKEN HEART 4:09 

(R. Steele) 

Produced by THE UPSETTERS 

DAY ONE RECORDS, 

370 Walmer Road, Toronto, 

Ontario, Canada M5R 2Y4 

WRC1-2789 


Stereo 


upserrer 



Side 2 
33 1/3 RPM 




“IT AIN’T WHAT YOU THINK’’ 


SIDE ONE U GTLP00232 

STEREO ' \ £ rcd “« d by J 

Talk of The Town j \ } , Rey - Haran Griff,n 

Publisher: BMI 


1 . The Life I Sing About - 6:45 
P.D. ^ 

2. It Was Too Late - 3:00 
H. Hunt, Jr. 

3. There’s Not A Friend (No Not One) - 4:34 
P.D. 

O. 4. Sobn One Morning - 3:20 
\ P.D. 

^ 

4^ To order records: (6-01) 981-4328 
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SLIM AND THE SUPREME ANGELS 
“IT AIN’T WHAT YOU THINK’’ 


SIDE TWO 
STEREO 


GTLP00232 

Produced by: 

Rev. Haran Griffin 


Publisher 


1. It Ain’t What You Think - 6:16 
H. Hunt, Jr. 

2. The Lord Is Blessing Me Right Now 
P.D. 

3. Yes Lord - 1 :43 
P.D. 

4. Do Lord Remember Me - 4:35 
P.D. 

5. Ain’t That Good News - 3:27 

V p.D. „<><" 

To order records: 

(601) 981 - 43 2S a.- 1 

Medgar Evers 







CONNIE FRANCIS 

r 


Lonely again 
Don 9 t touch me 

Four walls ^ 

T he?e ? 11 be no teardrops tonight 
The wayward wind , 

Now’s the worlb treating you ^ 

^ *?*■»<»*** „• 
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THE STUDENT SOUND VOL. 6 


The Golden Hits In 69’ (Soul & A Go Go) 

THE VENTURES 


1. Hawaii Fiveo 

2. Dizz mrnmi 

3. Mighty Quinn 

4. Runaway g&gg 

5. Red River Rock UMi'r 

6. Secret Adent Man 
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THE STUDENT SOUND VOL. 6 

^ £ W C^tn^) 


The Golden Hits In 69’ (Soul & A Go Go) 

THE VENTURES 

SIDE-2 ( ^ HA-006-B 
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1. Squad Car — S^eS 
2. Kimito I’tsumademo 
3, Koyubi-No-Omoide ftj 
4. Waik Don’t Run glJKg 
5. Pipeline 
6. Wooly Bul[y 
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BELL SONG 


THE RETURN OF ROGER MILLER 


03 # W ft 


SWL-1037-A 


1. (And You Had A) Do-Wacka-Do 

2. Atta Boy Girl 

3. Reincarnation 

4. That’s The Way It’s Always Been > 

li« $ 

5. As Long As There’s A Shadow 

c v?> / 

\ 6. Hard Headed Me ^ / 

7. Ain’t That Fine f 
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BELL SONG 


THE RETURN OF ROGER MILLER 


SWL-1037-B 


I ^ t i 

1. King Of The Road 

2. You Can’t Roller Skate In A 
Buffalo Head 

3. Our Heart Will Play The Music 

4. Love Is Not For Me TRMTffcWSffi 

5. In The Summertime (You Don’t 4 

v c want My Love) CflCf 
► \ 6. There I Go Dreamin’ > 
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LEONARDO PANIAGUA Vol. 6 
con el Acompanamiento del 
Conjunto Hnos. Paredes 


P) 1979 


Kubaney Publishing 


Rhadam^s Aracana 


1- PEDACITO OE Ml vIDA 

2- ACARICIAME 

3- QUERIDA MIA 

4- C0M0 AYER AMANTES 

5- YO NO MEMUERO 



LEONARDO PANIAGUA Vol. 6 
con el Acompanamiento del 
Conjunto Hnos. Paredes 


@ 1979 

Kubaney Publishing 


4400 

STEREO 


33 1/3 R.P.M 

Produccion: 
Rhadames Aracena 


1- SIGUE CON TUJ)INERO 

2- PAGINAS DEL ALMA 

3- SOMOS DE LOS DOS 

4- ALGO DEMI 

5- OLVIDATU RENCOR 
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RECORDS 


BISHOP JEFF BANKS AND THE 
REVIVAL TEMPLE MASS CHOIR 


14787 


iSAV 14767-A) 


CAUGHT UP IN THE RAPTURE 


1. CAUGHT UP IN THE RAPTURE 5:40 

(M. Biggham) Arisav Music, SESAC 

2. YOU CAN MAKE IT IF YOU TRY 5:22 

(J. Perry, M. Biggham) Arisav Music, SESAC 

3. I COULDN’T KEEP IT TO MYSELF 4:10 

(J. Keys) Savgos Music. BMI, Jatwan Publishing. BMI 

4. I'LL BE ALRIGHT 3:30 

(J. Perry) Arisav Music. SESAC 

5. LET’S GO BACK (TO THE OLD LANDMARK) 4:22 

(S. Roberts) Bluefield Music, ASCAP . 

O© 1987, SAVOY RECORDS 


^ 0F fK, NY 10012 / O'sV'' 00 '' 



RECORDS 


BISHOP JEFF BANKS AND THE 
REVIVAL TEMPLE MASS CHOIR 


14787 


(SAV 14787-B) 


CAUGHT UP IN THE RAPTURE 


1. PUT YOUR TIME IN 5:26 

(J. Perry) Arisav Music, SESAC 

2. HE’LL MAKE IT ALRIGHT 3:52 

(J. LaValley) Savgos Music, BMI, Candied-Jam Music, BMI 

3. TALK TO GOD 4:07 

(D. Bines) Arisav Music, SESAC 

4. HERE AM I 4:30 

(E. Jackson) Arisav Music, SESAC ^ ^ 

5. GUIDE ME OH THY GREAT JEHOVAH 4:02 O* 

(Traditional Arr. by A. Mitchell) Savgos Music, BMI 

m- @© 1987, SAVOY RECORDS vK^ A 
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CALYPSO BARBARA 
MUSIC 


33.3 RPM 


88.019 


(ft 


1- Leave The Indians Alone 

2- Advise To Woman 

3- Calypso Slavery 

4- Run Oscar Run (Koto) 
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(P) 1988 
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CALYPSO BARBARA 

MUSIC 


33.3 RPM. 


88.01 9— B 





Side A Stereo 


BG LI -0848- A 

Susan Barlow 

1 Golden Oldie 3:25 

2 We Have Your Size 2:20 




BGL1-0848-B 

Susan Barlow 


1 You're What I Wanna Get Used To 3:20 

2 Make Him Mellow 3:16 
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3 Cafe la vie 3:10 

4 Ladies Man 3:14 

5 Dreaming You Home 3: 12 

6 For the Length of a Song 1 :49 

(Susan Barlow) 


TM(s)® RCA CORP.-MADE IN U.S.A. 
® 1975 RCA RECORDS 
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SIDE-A 

Stereo 



NLP-103 

33 1/3 RPM 






1 LA S1TIERA 8:05 
(Rafael Lopez) 
2.-K1KIR1K1 8:07 
(Rudy Calzado) 
3.-CARAMELO A KILO 6:54 


(R.P. Martinez) 
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1 .-EL PIG MENT5ROSO 6:55 
(W. Leyva) 

2.-NO CAMINO MAS 7:56 
(Ninon Mondejar) 

3.-VEN Y VEN 7:52. 


(F. Alfonso) 

At y 

■ bu ted *>V : 




Hew York 






«gaj£ 





... . 




a 

ft 








RECORDS 


L j 


SONNY HOPSON 

LIFE & MAD 

featuring 

CHARLES EAR LAND ON ORGAN 
M. €.: Gus ‘Silk ' Lacy 


wm 





33 Vs RPM 




FROM THE SHIT HOUSE 
TO THE WHITE HOUSE 

by Gus “Mr. Silk’’ Lacy 

1. GETTING TO KNOW YOU 

2. BRIGHT LIGHTS 
SOMETHING 

4. ST k. AN GSRS IN THE NIGHT 
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RECORDS 


SONNY HOPSON 

LIFE & MAD 

featuring 

CHARLES EARLAND ON ORGAN 
by Gus ‘ Mr* $Ilk ,? Lacy 


SIDE 



: jj 


FROM THE SHIT HOUSE 
TO THE WHITT HOUSE 

M. G.: Gus ‘Silk ’ Lacy 

1. UNHH-UNHH 

2. THREE O’CLOCK IN THE MORNING BLUES 

3. IT WAS A VERY GOOD YEAR 

4. GIRL TALK 

5. STORMY MONDAY 



OCS-72 109 


Manufactured 
Under license by 
Alhambra Records 
Inc, In the U.S.A. 
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ERANA RECORDS 

The Ultimats Sound In Gospel Recordings'^ 

COIN' BACK TO GOD 
THE JAMES VINER SINGERS 


Executive Producer: 

Jimmy Walker 
^Selections published by 
Harold Anderson & Mighty 
Three Music BMI 

STEREO SIDE A 
2321 


L. 


ERANA RECORDS 




4 - 
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WHAT ARE YOU LIVING FOR? 2 32 * 
Soloist: James Viner Publ/H. Anderson 
I DON'T KNOW WHAT I WOULD DO 
(WITHOUT THE LORD) 5:09 * © 
Soloist: James Viner Publ/H. Anderson 
HOLD ON 4:29 
Soloist: Carolyn Ransom 
GOING BACK TO GOD 4:15 * © 
Soloist: Cybil Pope Publ/Mighty Three 
Music 

AMAZING GRACE 3:55 
Soloist: Carolyn Ransom 


© 
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ERANA RECORDS 

"The Ultimate Sound In Gospel Recordings" 

GOIN' BACK TO GOD 
THE JAMES VINER SINGERS 


Executive Producer: 

Jimmy Walker 
’Selections published by 
Harold Anderson & Mighty 
Three Music BMI 

STEREO SIDE B 
2321 
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ERANA RECORD: 
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1. JACOBS LADDER 5:12 
Soloist: Ronnie Dixon 

2. WE'RE MOVING 2:57 * © 

Soloist: James Viner Publ;Mighty Three Music 

3. CHILD OF THE KING 3:48 
Soloist: Carolyn Ransom 

4. JOY 3:05 
Soloist: James Viner 

5. BATTLE HYMN 3:34 
Soloists: Carolyn Ransom & Doris 
Barnes 
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SAVOY 


RECORDS, INC. 

THE PHILADELPHIA MASS CHOIR 

‘EVERYTHING HAS 
WORKED OUT ALRIG 
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!. EVERYTHING HAS WORKED OUT ALRIGHT ( 4 : 30 ) 

(R. Preston) (Savgos Music, Inc. - BMI) 

2. HE PAID IT ALL ( 5 : 11 ) 

(L. Burkes) (Lagre’ Publ. -BMI) 

3. HE SOUGHT ME OUT ( 3 : 07 ) 

(J. Jacobs) (Savgos Music, Inc. - BMI) 

4. PRESENT YOUR BODY ( 8 : 18 ) 

(R. Wallace) (Bulwark Publ. - BMI) 

5. HE’S RIGHT ON TIME ( 3 : 09 ) 

(R. Preston) (Savgos Music, Inc. - BMI) 

® 1985 Savoy Records, Inc. 

Manufactured & Distributee by. 

SAVOY RECORDS. INC. 

342 Westminster Ave., Elizabeth, NJ 07208 












RECORD 


THE PHILADELPHIA MASS CHOIR 

“EVERYTHING HAS 
WORKED OUT 
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IT'S ALL AN UPHILL JOUR 

(J. Jacobs) (Savgos Music, Inc. - 

TURN TO GOD ( 4 : 36 ) 

(G. Hardeman) (Gabeson Music Publ. 
Co./Savgos Music, Inc. - BMI) 

TAKE ME HIGHER IN THE LORD 

(A. Ingram) (Savgos Music, Inc. - BMI) 

FOR SOON WILL THOU COME AGAIN ( 3 : 37 ) 

(S. Berkley) (Savgos Music, Inc. - BMI) 

CHRIST IS PROCLAIMED (2:22) 

(C. Antrum) (Marbert Publ. - BMI) 

® 1985 Savoy Records. Inc. 

Manufactured & Distributed by: 

SAVOY RECORDS, INC. 

342 Westminster Ave., Elizabeth, NJ 07208 
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STEREO 

ELD-1940 A 

PERU-11736 


“FRANCK POURCEL 
MEETS THE BEATLES 


1813 S3 5486 1.- LET IT BE (Lennon, McCartney) 

4317 1282 SI 2.- HELP (Lennon, McCartney) 
5512 1841 S3 3.- I ME MINE (Harrison) 

, 4764 1507 SI 4.- PENNY LANE (Lennon, McCartney) 

% 5518 1841 S3 5.- MICHELLE (Lennon, McCartney) 

4601 1444 SI 6 .- HERE THERE AND EVERYWHERE 
'3’ (Lennon, McCartney) 
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STEREO 1 

ELD-1940 

PERU-1175 


FRMNCK POURCEL 
EEtS THE BEATLES 


5511 1841 S3 1.- ELEANOR RIGBY (Lennon, McCartney) 
5165 1648 S3 2.- HEY JUDE (Lennon, McCartney) 

5319 1841 S3 3.- OB-LA-DI, OB-LA-DA (Lennon, McCartney) 
5520 1841 S3 4.- DON’T LET ME DOWN (Lennon, McCartney) 
4442 1262 S3 5.- GIRL (Lennon, McCartney) « 

^ 5517 1841 S3 6.- YESTERDAY (Lennon, McCartney) «$• 
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GOSPEL WORLD 


Side A 
Stereo 
EDG-20O2A 


THE EVELYN GRAVES DRAMA ASSOCIATION 

MASS CHOIR 


WELL YOU BE READY 


DEDICATION ADDRESS 

beloved 

HE'S COWWG AGAIN 
IT'S TIME 


Unauthorized Duplication is a violation 
of applicable laws. 


Gospel World Records 


GOSPEL WORLD 


THE EVELYN GRAVES DRAMA ASSOCIATION 

MASS CHOIR 


'WILL YOU BE READY 


9 9 


SideB 

Stereo 

EDG-2002B 


/ 


WILL YOU BE READY 
MAGN IFY THE LORD 
LOVE LIFFEO'ME 
MY HOPE IS BUILT 


F. S. H. O. 


Unauthorized Duplication is a violation 
of applicable laws. 

® & © Gospel World Records 


JERSEY SHORE RECORDS 


LIKE A ZOMBIE 


/ 


JS-00001 

JS-00001 


/ 

/ 


SIDE 1 
STEREO 


THE LINCQLN CONSPIRACY 

~~ 

1. LIKE A ZOMBIE 3:51 ( bmi) 

(Tom Burkard) 

2. IN THE YEAR 2525 4:37 ( bmd 

(Zager & Evans) 


Produced by The Lincoln Conspiracy 
Recorded in New Jersey 
©1987 Jersey Shore Records 




JS-00001 

JS-00002 


SIDE 2 
STEREO 


THE LINCOLN CONSPIRACY 


1. THE CORVETTE LADY 3:19 (bud 

(Tom Burkard) 

2. I WANNA TESTIFY 4:03 ( bmi> 

(G. Clinton & D. Taylor) 

3. THE GIRL NEXT DOOR 4:06 <bmq 

(Tom Burkard) 

Produced by The Lincoln Conspiracy 
Recorded in New Jersey 
©1987 Jersey Shore Records 
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JESUS (In Your Heart) 
GTON 


33 1/3 RPM 
STEREO 




SIDE ONE 
TRI - 0188 




HAVE FAITH/ 3:05 
Londa Hentges 

L. & L. Lundstrom Miislc/SESAC 
YOU ALONE/ 3:45 
Londa Hentges and Lowell Lundstrom 
Lundstrom Music/SESAC 

GET THE LIGHT OF JESUS IN YOUR HEART/ 2:40 
Londa Hentges and Lowell Lundstrom 
Lundstrom Music/SESAC 
UNTO THEE/ 5:30 
James Washington 

x Trinity Music/SESAC s| 

<C> THE BLOOD WILL NEVER LOSE ITS POWER/ 4:50 a? 
/a. « . . 


V 


Andrae Crouch 
Manna Music 


% 
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° s 'NTERNATION 






GET THE LIGHT OF JESUS (In Your Heart) 

JAMES WASHINGTON 



33 1/3 RPM 
STEREO 




SIDE TWO 
TRI - 0188 



YOU’VE NEVER GIVEN UPON ME/ 2:45 

Londa Hentges 

L. & L. Lundstrom Music/SESAC 
STEP TO JESUS/ 5:36 
George Jordan 

East/Memphis Musfc/lrvlng Music 
WHEN WE ALL GET TO HEAVEN/ 4:18 
Eliza D. Hewitt-Emlly D. Wilson 
IT’S MY DESIRE/ 4:06 
Bobby Jones 

Communique Music, I nc./ASCAP and 
Pinnacle Music/ASCAP 
WE’LL BE TOGETHER FOREVER/ 3:58 
Londa Hentges and Lowell Lundstrom 
Lundstrom Music/SESAC 

s V^TERNATION A ''-'** 0 




\SLE R S 

^ /S\ c o. 
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good TIME tonight 


PRODUCED BY 
S. GARRISH 
W. PARKER 


GIR10283 
© 1983 

MAINGROVE MUSIC 







\SLE 













U 


GOOD TIME TONIGHT 


PRODUCED BY 
S. GARRISH 
W. PARKER 
J.R. WILLIAMS* 




SIDE 2 


WESLEY PARKER 


GIR10283 
© 1983 

MAINGROVE MUSIC 






% 


6. Love Must Know Hard Times 1 ' 

7. Love Song 

8. All The Things America Should Be 

9. (Susquehanna River) Valley Song 

10. I Only Wanna Be Your Friend 

^ All Songs Written by 

/If Wesley Parker 

X n , BMI ^ 

enterprise^’ 
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with Frankie Crocker 

AIR DATE: SEPTEMBER 23, 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE-CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC. INC. 

©® AMERICAN BROADCASTING COMPANIES. INC. 1984 


with Frankie Crocker 


AIR DATE: SEPTEMBER 23, 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE-CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

©® AMERICAN BROADCASTING COMPANIES. INC. 1984 




with Frankie Crocker 

AIR DATE: SEPTEMBER 23 f 1984 

THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

©® AMERICAN BROADCASTING COMPANIES, INC. 1984 


NETWORK 


1 




with Frankie Crocker 


AIR DATE: SEPTEMBER 23, 1984 


THIS PROGRAM IS SOLEY FOR THE ONE TIME RADIO BROADCAST USE OF PRE-CLEARED 
ABC RADIO NETWORK AFFILIATES ON THE DESIGNATED DATE AND TIME SCHEDULED 
BY THE NETWORK. IT MAY NOT BE COPIED OR OFFERED FOR RESALE. 

ALL RIGHTS RESERVED BY ABC, INC. 

@® AMERICAN BROADCASTING COMPANIES. INC. 1984 
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Waitin’ Our Turn 

DAISY JUG BAND 


33 1/3 RPM 
STEREO 

® & © 1980 

F.tl.BAR. 

Productions 




‘JL- . *• 






r.vV. 












DM81972 
SIDE ONE 

Recorded Live at 

Tiie Cub Capri 
Levittown, Pa. 




1. MTA 

2. Feather Bed 

3. Parakeets 

4. Truckin’ 

5. Rocky Mountain High 

6. Mountain Dew 




4:38 




Waitin’ Oui 

DAISY JUG R 


| 

' 


f 


33 1/3 RPM 

STFRDJ 
® & © 1980 
F.CLBAR. 
Productions 




*• ~ 

r?> 




DM81972 
SIDE TWO 

Recorded Live at 
The Qub Capri 
Levittown, PA. 




1. Dead Skunk 

2. Jug Band Music 

3. Country Boy 

4. Coney Island 

5. Blues 

6. Satisfied 

7. Rocky Top 


2 > 


, r, 

•• •• - : 



SIDE A 


Get Up (clean live) 2:27 

(K. Wood, C. Garris, D. Ellis) 

Funk Publishing Company, BMI 

Get Up (clean studio) 3:40 

(K. Wood, C. Garris, D. Ellis) 

Funk Publishing Company, BMI 



www.RareEssence.com 

©©2004 Rare One Records 
Distributed by liaison Records 





^ RRRE ESSENCE 1 
f LIVE IN SOO^ 

SIDEB 

Hands High 3:20 

(Clifford Ray Smith) 


Tafari Music, Inc. PRS 

Damn 8:30 

www.Raretssence.com 
©@2004 Rare One Records 

(J. Smith, J. Grisby, S.P. Joseph, 
R. McDonald, C. Leonardk 

Distributed by liaison Reco 

f if 


White Rhino Music, ASCAP and BMI IJlUflil 

ADVISORY 




MUSIC AND RHYTHM 



PVC EP 2 


1. PETE TOWNSHEND: 
Ascension Two 
3:27 

2. PETER GABRIEL: 
Across The River 
7:09 

3. XTC: It's Nearly 

Africa 
3:56 






MUSIC AND RHYTHM 


PVC EP 2 

1. DAVID BYRNE: 
His Wife Refused 
4:30 

2. THE BEAT: Mirror 
In The Bathroom 
3:00 

3. RICO: What You 
Talkin' Bout 
4:32 

SHANKAR AND 
L LOVELADY: 


Himalayas 

3:46 




I —id(P)l980 
:k Music Co. L 
ysa 
Musi 




international, 

from WEA Internationa 
ommunications 


Ltd., 


Ltd. 
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JESUS IS THE GREATEST LOVE 

DEBRA THOMAS ALAFFITA 


Side One 

fVPAG-LP-4625-A) 



GREG RIKE 
PRODUCTIONS 

Altamonte 
Springs, FL. 


1. JESUS IS THE GREATEST LOVE (3:25) 

(D. Alaffita) 

2. BLESSED BE THE NAME OF THE TRINITY (2:45) 

ID. Alaffita ) 

3. PRAISE YE THE KING (2:45) 

( D . Alaffita) 

4. / WANT TO LIVE IN PARADISE (2:30) 

(D. Alaffita) 

5. JESUS IS THE GREATEST LOVE 

Instrumental (3:25) 


JESUS IS THE GREATEST LOVE 

DEBRA THOMAS ALAFFITA 


Side Two 

JVPAG-LP-4625-B) 




GREG RIKE 
PRODUCTIONS 

Altamonte 
Springs, FL. 


1. JESUS LIVES IN ME (5:30) 

ID. Alaffital 

2. I BELIEVE IN MIRACLES (4:00) 

(D. Alaffita) 

3. PRAISE GOD THE LORD OF HOSTS (5:00) 

ID. Alaffita ) 


RECORDS AND PUBLISHING, INC. 

275 Reid Ave., Brooklyn, N.Y. 11233 


Featuring 
Rev. Helen Harris 
As Vocalist 


THE 



PEOPLE NEED LOVE FOR EACH OTHER 
THE CRUMBS 
MOLD ME OVER JESUS 
WHY IS THIS? 

JEREMIAH’S FIRE 
JESUS IS A SOULMAN 


SIDE 1 
ASCAP 
4887050 


R.P.H.P. 


Featuring 
Rev. Helen Harris 
As Vocalist 


RECORDS AND PUBLISHING, INC. 

275 Reid Ave., Brooklyn, N.Y. 11233 




JESUS SET^HE-WOMN FREE 
I TOLD IT TO JESUS 
I’M FREE 

CHRISTMAS IN MY SOUL 
YOU CAN TAKE IT WITH H.G.P. 

YOU WILL NEVER MAKE IT ON GOOD DEEDS 
CAN I GET A AMEN? 


SIDE 2 
ASCAP 
4887050 



LPS-0179 

©® 1982 

Jewel Record Corp. 


1. I’LL, LET NOTHING SEPARATE 
ME FROM HIS LOVE (6:30) 

(Essie & Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 

2. SHOUT HALLELUJAH ANYHOW (4:49) 

(Essie Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 

3. I’LL SERVE THE LORD 
(For The Rest Of My Life)(3:28) 

(Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 

4. WE’VE MADE IT THIS FAR 
(By The Grace Of God) (4:49) 

(Essie & Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 

5. WHY? I DONT KNOW WHY (4:15) 

(Essie & Bill Moss) Bilmo/Su-Ma, BMI 

ESSIE MOSS 



l<veL?r.. RECORDS 




ESSIE 
THE ROAD IS ROUGH 

Essie Moss- With The 
Bill Moss Concert Choir 


SIDE TWO 

(SL-3027) 


LPS-0179 

©® 1982 
Jewel Record Corp 
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Encounter 

Audiophile 

Records 


garner 7^ 

SIDE A 

FUSION— JAZZ 

Up (7:00) 

West Indian Island (7:43) 
Timebinder (6:37) 

Two Rivers (6:06) 

All selections by Mark Kramer 
© 1 987 Lantern Circle Music, BMI 


EAR-1 005A 


® 1987 E.A.R.S, Inc. 


WARNING: All rights reserved. 
Unauthorized duplication is a violation of 
applicable laws. Manufactured by 
E.A.R.S., Inc., PO Box 6403, Philadelphia, 
PA 19145. 


framer 



Encounter 

Audiophile 


SIDEB 

INTEGRAL— JAZZ 

The Attention (5:17) 

The Question (2:22) 

Out of This Came That (11:53) 


All selections by Mark Kramer 
© 1987 Lantern Circle Music, 



EAR-1 005B 



PSY»CODE*LIC 

Records 


Tj 

PSY 8801 -A 
STEREO 
33 1/3 RPM 

® & ©1988 

PSYCOOELIC RECORDS, 

SOUL SEARCHIN (ON THE PHONE) 

(B/KOOB) 3:03 

CROSSROAD 

(R. koob s d. voung) 2:46 



PS Y *CODE*LIC 


Records 



(R. KOOB & D. YOUNG) 2:46 

SONGS FROM THE STREET 

(R. KOOB & B. KOOB) 3:01 



SIDE ONE 



Y. AFTER THE LOVIN' - BMI 

2s NEVER, NEVER - ASCAP 

3\HEAVEN MUST BE MISSING AN ANGEL - BMI 

4. DON'T RAIN ON MY PARADE - ASCAP 

5. SAY YOU'LL STAY UNTI L TOMORROW - BMI 

6. WHAT I DID FOR LOVE- ASCAP 




• . 


“f 






' 


' 








. 



TRAM RECORDS 


SIDE TWO 


1. IT HAD TO BE YOU - ASCAP 

2. HUNDRED POUNDS OF CLAY- BMI 

3. YOU'LL NEVER KNOW - ASCAP 

4. DIO COME D'AMO - ASCAP 

5. THIS IS MY LI FE - ASCAP 


• -J? 



.... si. 






® 1986 

Atlantic Records 


IN YOUR ARMS (4:08) 

Mitchell - Dubois - Booth 
CITY GIRL (4:04) 

Mitchell - Dubois 
EASY TO TAME (4:12) 

Mitchell - Dubois 
CAMEO SPIRIT (3:32) 

Mitchell - Dubois 
HITTING THE GROUND 
Mitchell - Dubois 

All songs published by Trelatunes, a division 
of Alert Music Inc. (CAPAC/ ASCAP). 

ST-A-866028-SP 

°CK£f 




UWUJTHGfl/S£0 



® 1977 

Capitol Records Inc. 


1. MASTER OF LOVE (A. Posey — J. Powell) Screen Gems-EMI Mus. Ltd. 

2. LOVE MAGNET (Wieder — Footman — Wilson) Screen Gems — EMI Mus. Ltd. 

3. STARES AND WHISPERS (Footman— McFaddin— Wilson) 

Jobete Mus. (UK) Ltd. 



E-ST 11700 

(E-ST1 11700) 


FREDA PAYNE 


- ; 





\ffC0- RESERVED 


UNAUTHOfflSa, 


PRO™ 

mmmm **? ss* 
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STARES AND WHISPERS 

Produced by Frank Wilson For Spec-o-Ute Productions 
Executive Producer Larkin Arnold 
Produced by Tony CamiSSo For Can^llo-MarcBcci Prodictions 

¥ 


33 * 

STEREO 

® 1977 

Capitol Records Inc. 


SIDE 2 
E-ST 11700 

(E-ST2 11700) 


1. FEED ME YOUR LOVE (A. Posey— J. Powell) Screen Gems-EMI Mus. 
Ltd. 2. I GET HIGH (On Your Memory)* (P. Sawyer— M. McCleod) 
Jobete Mus. (UK) Ltd. 3. LOVING YOU MEANS SO MUCH TO ME 
(G. Abbott — R. Cason) Char-Joel Mus. Co./Tonob Mus. 4. BRING BACK 
THE JOY* (G. Abbott— F. Payne) Char-Joel Mus. Co. 

FREDA PAYNE 


VJJORK RESERVED 


Producer: 

Larry Addison 
Co-Produced: 
Fred Howard & 
Ray Smith 



GIVE YOUR ALL 3:41 

Larry Addison - Benee Music (BMI) 
NEVER ALONE 4:55 

Larry Addison - Benee Music (BMI) 
EACH STEP 2:28 

Larry Addison - Benee Music (BMI) 
I REMEMBER YESTERDAY 4:10 
Howard Lemon 


(All Rights Reserved) 
Jamila Records ©1984 

Pfls es Inc., P.O. «°* 




T.M. 


E C O R 

-V * , r . ■' > -> • •; 

“JES 
VERGIA DISHMO 


®© 








SIDE 2 
STEREO 
33 1/3 RPM 
JAM 2000 B 
©1984 






Producer: 

Larry Addison 
Co-Produced: 
Fred Howard & 
Ray Smith 




% 


PRAISE THE LORD "5:10 

Larry Addison - Benee Music (BMI) 
JESUS AND I 4:47 

Larry Addison - Benee Music (BMI) 
HOLD ON 4:26 

Larry Addison - Benee Music (BMI) 
HE TOUCHED ME 4:27 

William J. Gaither (ASCAP) 




% 




(All Rights Reserved) 
Jamila Records © 3.984 




Otises lac., P.O. 


9 ^ 


.6*' 
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TURNED ON CHRISTMAS 


THE CANDY STORE 



REG US. PAT OFF MARCA REG I S/f RADA • MFR'D BY DECCA RECORDS • A DIVISION OF MCA INC . NEW YORK. USA 

1 . JINGLE BELLS (P.D.) 

2. WHITE CHRISTMAS (AS) 

3. SANTA CLAUS IS COMIN' TO TOWN (AS) 

4. WINTER WONDERLAND (AS) 

5. THE LITTLE DRUMMER BOY (AS) 

PRODUCED BY JOHN WALSH 



^e REOPf 'o*, 0 

TURNED ON CHRISTMAS 

THE CANDY STORE 



REG U S PAT OFF MARCA REGISTRADA • MFR D BY DECCA - RECORDS • A DIVISION OF MCA INC , NEW YORK, USA 


SIDE 2 
7-12055* 


1. RUDOLPH THE RED-NOSED REINDEER (AS) 

2. I SAW MOMMY KISSING SANTA CLAUS (AS) 

3. SILVER BELLS (AS) 

4. FROSTY THE SNOW MAN (BMI) 

5. AULD LANG SYNE (P.D.) 


PRODUCED BY JOHN WALSH 




New Grass 
Instrumentals 


OHS 90017 
Side One 
@1972 

WENDY MILLER - MIKE LILLY ■ 

1. Windy Chimes — 2:10 

(W. Miller) 

2. Ghost Riders in the Sky — 2:24 

3. McKinley March — 2:00 

4. Twin Mandolin Waltz — 2:30 
(Miller - Faulkner) 

5. Salt Creek — 2:31 

6. Prayer Bells of Heaven — 1:26 


?0s *aoxioo 


4 8116 - 




New Grass 
Instrumentals 


WENDY MILLER - MIKE LILLY 

1. Pic-A-Lilly - 2:06 

(M. Lilly ) 

2. Kicking Mule — 2:04 

* 3. Low & Lonely — 2:44 

JV 4. Golden Slippers — 1:55 

5. Sugarfoot Rag — 2:1? " 

'Oa. 6. The End - 1 :35 

\ Lilly! 
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AGO 059 
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1. “nr 5 

2. “I Wasn’t Afraid” 

3. “Can’t Fight the Feeling 

4. 

5. 

6. “Demons 
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RECORDS 

406 W. Pascagoula St. Jackson, MS 39203 


Dr. Robert J. Walker 

MIRROR ON THE WALL 

v 


SIDE A 

Exec. Producer 
1 Dr. Robert J. Walker 
l Produced by 

V LuValle Benson 

i 


JT 002 


A production of 
Dr. Robert J. Walker 
Enterprises, ASCAP 
Stereo 


1. I Just Want to Praise You Lord 

2. Love Song to Jesus (Duet 3:45) 

3. You Ought to Praise Him (3:23) 

4. God Still Works Miracles (2:30) 

5. He Knows What It Means (4:50) 


(3:30) 




© 1990 Dr. Robert J. Walker 






406 W Pascagoula St Jackson, MS 39203 


Dr. Robert J. Walker 

MIRROR ON THE WALL 








JT 002 


SIDE B 

Exec. Producer 
Dr. Robert J. Walker 
Produced by 
LuValle Benson 


A production of 
Dr. Robert J. Walker 
Enterprises, ASCAP 
Stereo 




6. Mirror on the Wall (3:40) 

7. Come Down and We’ll Believe (4:20) 

8. People, What’s Going On? (3:05) 

9. M-E-S-S-I-A-H (4:50) 

10. Mirror on the Wall (refrain 2:00) 


© 1990 Dr. Robert J. Walker 



Ah Fire De Wuk 8 07 (live) 
Savannah Ghost 12 00 
Vibert Reach Home 4 : 10 (live) 


All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting 
and copying of this record prohibited. 
Copyright 1977 


ECORI 


Tim Tim 2 

Savannah Ghost 

The Dialect of Paul Keens-Douglas 





Tim Tim 2 

Savannah Ghost 

The Dialect of Paul Keens-Douglas 


Excerpt: Ent Dat Nice? 2:49 (live) 

De Band Passing 2:2 1 
Party Nicei3:5i (live) 

Ah Love Yu Island 4 42 

All rights reserved by Paul Keens-Douglas. 
Unauthorised public performance, broadcasting 
and copying of this record prohibited. 
Copyright 1977 
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THE 

CURTIS KNIGHT 

BAND 

LOVE ALBUM 


PRODUCED BY WE CKB & PAUL MARTIN 


CKB STEREO DSC 


Cl 


k-MCM-BO 






SIDE ONE 

YOU TAKE ME HIGH 
^ LIFE NEEDS LOVE I *> £ 

'<% 


V 


mbn |W ovv- 

»ecords, \>' 
^''O'fCATlONS, 


***!* Music inteb **^^ 






THE 

CURTIS KNIGHT 

BAND 

LOVE ALBUM 

PRODUCED BY THE CKB & PAUL MARTIN 




CKB STEREO DISC 


-LA-MCM-80 


SIDE TWO 
QUESTION OF LOVE 
YOU ARE THE ONE 




fiEC °RDS, V^ c v ^ V»^> 
^<2^'CAT/ONS, 


fi 
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A 


**OSlC INTEB*»A^2' 4 ^ " 



presenting 

MAKING 


YOUR OWN 


XTV 08810 


Ha, Ha, This-a-way, Bk. 1 • Ranzo Ray, Bk. 2 • A Gust of Fall Wind, 
Bk. 2 • Ton moulin, Bk. 3 • Gogo, Bk. 2 • Shostakovich: Polka, Bk. 2 
Song of Friendship, Bk. 6 • Manana, Bk. 4 • This Train, Bk. 6 • 
k Bartok: Piece for Children, Bk. 1 • Handel: Sonata in F, 

Ik Bk. 3 • Mozart: Divertimento in F, Bk. 1 • German.- a 

^»UVIorris Dance, Bk. 3 • LISTENING TO THE COMPOSER: A i 

» v ^|jJ>^Aaron Copland, Bk. 4 • Igor Stravinsky, Bk. 6 • 

Otto Luening, Bk. 6 • f 




RPM 





S presenting v 

MAKING 

MUSIC 

YOUR OWTV 


XTV BSB11 


Mister Frog Went A-Courtin', Bk. 1,2* The Wind Blew East, Bk. 1 
The Old Woman and the Peddler, Bk. 2 • In Madrid, Bk. 1,2* 
Winter, ade, Bk. 1, 2, 3 • Over the Sea to Skye, Bk. 4 • 

. No One Knows, Bk. 5 • He’s Gone Away, Bk. 6 * LISTENING 
k TO THE COMPOSER: Richard Rodgers, Bk. 6 • Ha, Ha, 
OjLThis-a-wav. Bk. 1 • Schumann: Wild Horseman, Bk. 1 • A 
The Porcupine, Bk. 1, 2 • Frere Jacques, Jk 
i Bk. 3 • I Bought Me a Cat, Bk. 1 • 


33 Vk RPM 






LOOK WHAT YOU’RE DOING 
TO THE MAN 
MELBA MOORE 

PRODUCED BY JIM FRAGALE 




STEREO 

SR-61321 


Side 1 


1. LOOK WHAT YOU'RE DOING TO THE MAN - 2:45 

2. SEARCHIN' FOR A DREAM - 3.00 

3. Medley: (a) WALK A- MILE IN MY SHOES/ 

(b) TWENTY FIVE MILES - 4:05 

4. PATIENCE IS REWARDED - 3:50 

5. YOU GOT THE POWER ,0 

(TO MAKE ME HAPPYl - 2:46 






lumajauir 

© 





jmercumj 








LOOK WHAT YOU’RE DOING 
TO THE MAN 
MELBA MOORE 

PRODUCED BY JIM FRAGALE 


STEREO 

SR-61321 




Side 2 


1. IF I HAD A MILLION From The Off Broadway Show 
“The Me Nobody Knows" - 3:16 

2. HE AIN'T HEAVY HE'S MY BROTHER - 4:08 

3. HEAVEN HELP US ALL - 3:15 

4. THE THRILL IS GONE 

, (FROM YESTERDAY'S KISS) - 3:22 g 

% 5. LOVING YOU COMES SO j,' 

% EASY - 4:05 .4? 




tumajam * 



STEREO 
H-72054-A 


none 

w 




THE SOUL OF MBIRA 


STEREO 
SIDE ONE (21:55) 


1. Nhemamusasa (7:00) 

2. Taireva (4:02) 

3. Nyamaropa (6:18) 

4. Kuyadya Hove Kune Mazove (4:23) 


recorded in Rhodesia by 
PAUL BERLINER 


® & © 1973 Nonesuch Records 









THE SOUL OF MBIRA 


STEREO 

H-72054-B 


STEREO 
SIDE TWO (22 


recorded in Rhodesia by 
PAUL BERLINER 


® & © 1973 Nonesuch Records 


1. Mbiri Viri (5:53) 

2. Nhimutimu (4:00) 

3. Nyamaropa Yevana Vava Mushonga (5:00) 

4. Dangu Rangu (4:22) 

5. Kumakudo (3:06) 


• • 




Music 


STEREO 

H-72053-A 


AFGHANISTAN 

from the Crossroads\ of Asia 

\ 


STEREO 
SIDE ONE (17:40) 


1. Nan moi dowrai a wolei (4:18) 

2. Mohammed dai nabiyano (3:30) 

3. Bimar dil, kftbfab dil (3:35) 

4. Dur az to az shab ta sahar (3:47) 

5. Rain Song (2:13) 

Members of the 
Radio Afghanistan Orchestra 


recorded in Kabul by 
PETER TEN HOOPEN 

® & © 1973 Nonesuch Records 





Mfg. 



STEREO 

H-72053-B 


STEREO 

SIDE TWO (16:< 


1. Ze eshkat tark-c sar kardan (4:13) 

2. Chard jafa mekoni ay dilbar (5:55) 

3. Song of the Cricket (2:54) 

4. Bogzar dar pish-e to (2:51) 

Members of the 
Radio Afghanistan Orchestra 


recorded in Kabul by 
PETER TEN HOOPEN 


1973 Nonesuch Records 


\0P 


Ne>N 







SAVANNAH RHYTHMS 

Music of Upper Volta 


SIDE ONE 
H-72087-A 


u 


1. "Allah man dogo" (God is Great) 

Bobo-Dyula tribe 

2. "Lemendi gyeba (Lemendi doesn't care) 

Northern Samo tribe 

3. "Djongo" (Kassena dance music) 

Kassena flute ensemble 

4 . "Abdulai” (God's Child) 

M ossi Koranic students 

5. "Boli-Bana" (a well-known 
musician from Sikasso, Mali) 
Bobo-Dyula tribe 

© 1981 lilektra/ Asylum/Nonesuch Records 


STEREO 

(SP) 







nonesuch 




SAVANNAH RHYTI 

Music of Upper Volta 

SIDE TWO 






STEREO 

(SP) 


H-72087-B 






5: M 


1. Fulani ensemble 

2. ' Wenlega ' (a Mossi Dance* 

Mossi tribe 

y Hfaf finien kien lo lay-nu 

(Marriage music; slow mmemeni) 
Bwaba tribe 

4. Mossi Funeral Celebration 
Bissa musicians 


t: s8 






(Pj 1 I l.lt kua As\lum Ntincsiuli Ktioiils 








Mfg. by E»eW 




SIDE ONE 
72091 -A 




% 


AN ISLAND CARNIVAL 

Music of the West Indies 




STEREO 

(SP) 


0) 


\ 


c- 


1. "Merengue.” Jing Ping Band, Dominica 2:10 

2. "Masouc.” Village hand, St. Lucia 3:45 

3. 'The Lizard.” Calypso. Bamboo band. Young Island 3:35 

4. "Mr. Walker.” Calypso. Cocoa-lute band, Grenada 1:20 

5. "La Rose song.” Members of La Rose, St. Lucia 3:00 

6. "Aguinaldo.” Lopinot Serenaders, Trinidad 2:45 

7. "Somebody, oh mouchay.” St. Vincent 1:40 




£ 

( J 


® 1977 Rikskonserter 




' 6 , 



s th A 

{ ' en Ue, New YorK. Ne W 
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^^n/cations Inc. 









SIDE TWO 
7209 1-B 


AN ISLAND CARNIVAL 

Music of the West Indies 






STEREO 

(SP) 


1. "Music for Shango.” Trinidad 4:10 

2. "Spiritual Baptists." Trinidad 4:45 

3. "The Story of Marrdevirain." Guadeloupe 4:20 

4. Tassa. Trinidad 3:15 

5. Reel. Tobago 3:15 


® 1977 Rikskonserter 
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Music for The Balinese Shadow Play 

Gender Wayang from Teges Kanyinan, Pliatan, Bali 

STEREO A STEREO 


k 


H-72037-A 


SIDE ONE (21:38) 








1. Pemungkah (17:20) 

2. Rebong (4: 1 3) 

played by MADE GRINDAM, NOMAN GRINDING, 
WAYAN NYAMPUH, MADE LOCHANG 

recorded in Bali by ROBERT E. BROWN 







Gender Wayang from Teges Kanyinan, Pliatan, Bali 


STEREO 

H-72037-B 




STEREO 

TWO (22:12) 








1. Sekati (3:05) 

2. Sekar Sungsang (3:12) 

3. Sekondi (4:58) 

4. Mesem (3:23) 

5. BaiM (2:36) 

6. Rundah (4:17) 

7. Tobuh Gari (0:41) 

played by MADE GRINDAM, NOMAN GRINDING, 
WAYAN NYAMPUH, MADE LOCHANG 

recorded in Bali by ROBERT E. BROWN 








OPAN/^ 


1. BALLET MECANIQUE (George Antheil) 

Los Angeles Contemporary Music Ensemble 

Robert Craft, conductor 


UR 134 


2. SKETCH FOR PERCUSSION 

(Ronald LoPresti) 


Manhattan Percussion Ensemble 
Paul Price, conductor 



Manhattan Percussion Ensemble 
Paul Price, conductor 


NONESUCH 




RECORDS 


STEREO 

. 


ARNOLD SCHOENBERG 

(1874-1951) 

5 Pieces for Orchestra, Op. 1 6 

• STEREO 

H-71192-A 

SIDE ONE (25: 


J3) 


1. Vorgefueble (2:12) 2. Vrrgangenes (4:33) 

3. Sommer morgen an einem See / Far ben (3:58) 

4. Peripetie (2:21) 5. Das obligate Rezitativ (4:28) 

ANTON WEBERN (1883-1945) 

Cantata No. 1, Op. 29 


' 7 \ 

■ \ 


1. Getragen - lebhaft (alternating) (2:01) 

2. Leicbt bewegt (1:56) 3. Kubig (3:29) 

ANITA WESTHOFF, soprano 
GUERZENICH CHORUS & SYMPHONY ORCHESTRA OF COLOGNE 

GUENTER WAND, conductor 
Recorded in Europe by 
CLUB FRANCAIS DU DISQUE, Paris 



STEREO 

H-71192-B 
SIDE TWO (15:43) 


Dumbarton Oaks Concerto 
for Chamber Orchestra 


1. Tempo giusto (J:43) 

2. Allegretto (4:42) 

3. Con moto (5:10) 

MEMBERS of THE LAMOUREUX CONCERTS ORCHESTRA 

GUENTER WAND, conductor 

Recorded in Europe by 
CLUB FRANCAIS DU DISQUE, Paris 




MANUEL DE FALLA ( 1876 - 1946 ) 

CONCERTO FOR HARPSICHORD, FLUTE, 
OBOE, CLARINET, VIOLIN, AND 'CELLO 



H- 11 35- A 
SIDE ONE 



1. Allegro 3:00 

2. Lento, giubiloso ed energico 6:31 

3. Vivace 3:59 

JEAN-CH ARLES RICHARD, harpsichord 
CHRISTIAN LARDt, flute; CLAUDE MAISONNEUVE, 
GUY DEPLUS, clarinet; GEORGES ALES, violin 

JEAN LAMY, 'cello 
VALOIS INSTRUMENTAL ENSEMBLE 
conducted by CHARLES RAVIER 

4. POUR LE TOMBEAU DE PAUL DUKAS 3 

5. HOMENAJE: LE TOMBEAU DE CLAUDE 

DEBUSSY 2 

6. SERENATA ANDALUZA 2 

JEAN-CHARLES RICHARD, piano 
a. VALOIS recording, France 


oboe 


:40 



MANUEL DE FALLA (1876-1946) 



RECORDS 


H-1135-B 
SIDE TWO 


PIECES ESPAGNOLES 

1. Aragonesa 2:40 2. Cubana 3:54 

3. Montanesa 4:19 4. Andaiuza 3:25 

FANTASIA BAETSCA 11:10 



JEAN-CHARLES RBCHARD, piano 
a VALOIS recording, France 




SOULED OUT 

THE RIGHTEOUS BROTHER 

A Master Prod. 

Prod. By Mickey Stevenson 


STI 


% 


V6-5031 

(MGS 1028) 

SIDE 1 


-ft 


% 


% 




% 




. 

■ 


% 


t. BEEN SO NICE— 2:41 
(Stevenson- Brown) 

2. STRANDED IN THE MIDDLE OF 
NOPLACE— 3:32 
(Stevenson) 

3. IF LOVING YOU IS WRONG 
(Pm Sorry)— 2:43 
(Stevenson- Brown- Basemore-Ware) 

4. HERE I AM— 2:54 
(Stevenson- Brown) 

5. IT’S UP TO YOU— 2:45 
(Basemore-Stevenson) 

6. SO MANY LONELY NIGHTS AHEAD 

— 2:55 
( Brown) 

¥ 

V 

& 

, ** 

° F AfETRO-GOLD^-^ 


Publ. By Mikim Music (BMI) 




1 1. I DON’T BELIEVE IN LOSING— 3:02 

ir- : (Ware- Basemore) 

0 2. LOVE KEEPS CALLIN’ MY NAME 

—2:43 

I? (Stevenson- Brown- Basemore-Ware) 

1 3 (1 Need) SOMEONE LIKE YOU— 3:10 

/ (Ware-Stevenson) 

4. YOU DENT MY MIND— 2:38 

(Stevenson- Brown) 

| 5. WITHOUT YOU I’D BE LOST— 2:38 

I (Basemore-Ware) 

Publ. By Mikim Music (BMI) 


SOWED OUT 

THE RIGHTEOUS BROTHERS 


A Master Prod. 

Prod. By Mickey Stevenson 


Metro-gold' 


ameA/ 


'SU 

3 tv 
• n 


All Songs Written 
and Arranged by 

JASPER JAMES 
Side One 


JJ 1001 

©1983 

Just Jim Music 
ASCAP 


TO BE AWAY 3:08 
ROAD THRU UTAH 5:09 
STERLING 3:16 
JASPER 7:10 


JUST JIM MUSIC 
IS A DIVISION OF 
JJM RECORDS 



JASPER JAMES Just Jim Music 

Side Two ascap 

THE STRUGGLE 3:31 
THE LADY NEVER CRIES 2:43 
ONE MORE TIME 4:20 
IN TIME. 5:43 

HERE'S TO THE MUSIC 4:50 


JUST JIM MUSIC 
IS A DIVISION OF 
JJM RECORDS 


IfMlTfo. 
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STEREO 


<v 
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33i R.P.M. 
YTX1 1 79 


SMFP-8120 


e> 

o 

* 
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1 OLD BOTANY BAY 

(Angus & Robertsons) 

Compiled and narrated by 

PETER O’SHAUCHNESSY 

Includes “THE FIRST VISION OF CAPTAIN COOK” 

by Kenneth Slessor 

and songs “BOTANY BAY" and “THE 
V CONVICT MAID” 


1 




<V 


Featuring Marian Henderson and 

^ A If . 




0 * 




John Currie 


0/ 


£ *‘CO*otD WORK MSI ** 10 


A* 0 
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STEREO 




33i R.P.M. 
YTX1 1 80 








♦ 


1: VAN DIEMAN’S LAND 
Marian Henderson 

2: GIRL WITH A BLACK VELVET BAND 
John Currie 

3: MORETON BAY 
Marian Henderson 



4: THE CONVICT’S TOUR OF HELL 
Peter O’Shaughnessy 


5: 






Op 




BOLD JACK DONAHUE 
John Currie 

* f COtOfO WORK RlSfcR** 0 
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33A-03263J Bippaa rpynna 

I L4ena t py6. 

/ 

2I0RM ETNOGRAFiNIS AHSAMBLIS 

MERGYAKARIS. ^gjtnografinio spektaklio 

Motula sirdela. Velq vakarelj. Subatel^s vakar^lj 
Oi Onula. Kas apsakys. Sejau rut^. Vai tu, kasela 
Vai tu, sesyciuke. Dainuok, sesula 



33A-032634/ 



Bippaa rpynna 


j UeHa 1 py6. 


ZIORU ETNOGRAFINIS ANSAMBLIS 

MERGVAKARIS. Scena is etriografinio spektaklio 

(pabaiga). Vai Onula. Atskyre sesulj 
Liudnas man rytelis. Vai kai as buvau 
DAINOS. Ne bet kokia mergele as buvau 
Kad as turetau. Iskasiau sulinelj 
Nuo pucinq ir avieciq. Vai laukes laukes 

Daina apie Ziurus 





<X>\AP MA 


3ABOA 


33CM-03043 


5peTb« rpynna 
Liens 1 py6 0 90 non 


B. GORBULSICIO ESTRADIN6S DA1NOS 

MANO PASAKA. RYTO ID8LE. UGNELE §V£NTA. { PIATM. KEUA, 
SAPNA8. BALTAS RU& AS. KLAUSYK SlRDSES |V. BSoJes iodl.) 
N. TaHaf-&@!psaite ( 1 — 4 r 6, 7J. A. Lemanas (S— 7) 
Merging vok. ansamblis «Daina>», 
vad. F. Vaskantas fl, 4, 5|. 



33CM-03044 


CTEPEO 

B. CORBULSKIO ESTRADIN^ DAINOS 




Tpeibfl rpynna 

iXena 1 py6. 90 won. 


2l BU R ELIS. MERGUiELE — NE MER'GAITE. PIEMENAITE 
RIESUTELIAI (V. Bloies zodi.). SVYTI MEDilAI 
Girkontaites zodz.J. KALENDORI US. AIDAS (R. Skudaites 
iodi. ) . MEILES VASARA (S. lllbino iodz.). 

V. Rakauskaite (1 — 4). O. Valiukeviiiute (5,6). 

N. Tallat-Kelpsaite ir A. Lemanas (7, 8) 

Lietuvos Televizijos ir radijo 
lengvosios muzikos orkestras 
Dirigentas A. KONClUS 





33A-030577 


TpeTbfl rpynna 

M,eHa 1 py6. 60 Kon 


LIETUVOS TELE VIZIJOS 8R RADIJO ANSAMBLIS 
«ARMONIKA» r vad. V. JUOZAPAITIS 

MARSAS (G. Butautas) . APYNEU NURASKYSIU 
(V. Juozapaitis — P. Gaule). POLKA |P. Dikeius) 
NEMISLINAU GERTI (liet. I. d., harm. V. Baumilas) 
TRANDIPOLKA (V. Juozapaitisl . NEGERKI TREClOS 
(V. Juozapaitis — B. Datiulis) 

ARMONIKOS VALSAS (G. Butautas) 

GROMATEL^ PARA$IAU (V. Juozapaitis — S. Zlibinas) 
Solistai: B. Urbonas ir R. Vesiota (2, 6, 8), 

P. Bilevi€ius ir J. Cepulis (4) 



33A-030578 



TpeTbfl rpynna 

L^eHa 1 py6. 60 kor. 


LIETUVOS TELEVIZiJOS IR RADIJO ANSAMBLIS 
«ARMONIKA», vad. V. JUOZAPAITIS 

MEDZIOTOJU MARIAS (J. Juozapaitis). MANO PYPKE 
(V. Juozapaitis — B. Daiiulis). SAPNAGIU POLKA 
(Y. Juozapaitis). PER $ILEL| JOJAU (lief. I. d., 
harm. V. Baumilas). BOBUTES POLKA (G. Butautas) 
SENBERNIO DAINA (V. Juozapaitis — B Datiulis) 

POLKUTE (G. Butautas) 

ATSISVEIKINIMO YALSAS (V. Juozapaitis) 

Solistai: B. Urbonas ir R. Vesiota (2), 

P. BileviZius ir J. Cepulis (4), 

J. Cepulis (6) 








IN EIN1GEN STAATEh 



V)*VSCHE ORAMIVJOpfy 


Guam mcphvn 


GEMA 


Made in Germany 


Karlheinz Stockhausen 

HYMNEN 

fur elektronische und konkrete Klange 

Region I 

Realisation WDR Koln 


310 * N 3 ^ 


6 ESONDERS VER\z ti 
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yj-^SCH^ GRAMMOP 


Gbamnwphvit 


GEMA 


Made in Germany 


Karlheinz Stockhausen 

HYMNEN 

fur elektronische und konkrete Klange 

Region II 

Realisation WDR Koln 


3ta • N3JL** 
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CHE GRAMftlOp 


Gnammcpfwti 


GEMA 


Made in Germany 


Karlheinz Stockhausen 
HYMNEN 

fur elektronische und konkrete Klange 

Region III 
Region IV (Anfang) 

Realisation WDR Koln A <> 
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GEMA 


Made in Germany 


Karlheinz Stockhausen 
HYMNEN 

fur elektronische und konkrete Klange 
Region IV (Fortsetzung) 

Realisation WDR Koln 
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Electronic Music 


Side A 



wmmmmwmmMmrnmmmmmm 


1-5 Electronic Sounds, p. 19 
sine wave 
triangular wave 
sawtooth wave 
square wave 
white noise 





6 Nexus II, excerpt, 

David Dunn, p. 1 

7 Fontana Mix, 

John Cage, p. 3 

8 Extended Voices, 

Toshi Ichyanagi, p, 10 

Produced in association 
with Columbia Special 
Products 


33-1/3 RPM 
Stereo 
29100.750 
P 1 2485 
AS 12485 

Copyright ® 1975 
Macmillan Publishing Co. 
Inc. All rights in this 
recording and the 
contents thereof, 
including rights of 
reproduction and 
transmission in 
any form or by 
any means are 
reserved. 





THE SPECTR 


Electronic Music 


Side B 


ill i, 

<J B| l ' 
*** "VI .jjf 

33-V3 RPM 
Stereo 
29100.750 
P 12485 
BS 12485 


1 Open Beauty, excerpt, 
Don Ellis, p. 11 

2 Poeme Electronique, 
Edgar Varese, p. 18 

3 Dripsody, 

Hugh LeCaine, p. 11 


4 Stinger, 

Dave Fredericks, p. 20 

5 Festival of Beautiful 
Waters, 

Olivier Messiaen, p. 31 

6 Sonic Contours, 
Vladimir Ussachevsky, 
p. 31 

7 Gargoyles, excerpt, 

Otto Luening, p. 31 

Produced in association 
with Columbia Special 
Products 


Copyright ® 1975 
Macmillan Publishing Co., 
Inc. All rights in this 
recording and the 
contents thereof, 
including rights of 
reproduction and 
transmission in 
any form or by 
any means are 
reserved. 
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Dimensions 


STEREO 
33 1/3 
R.P.M. 


in 

music 


X) 


Sou itd. Bert. 


RnD fEELIHG 

LISTENING FOR SOUND, BEAT, AND FEELING 


MADE IN U.S.A. 


® 1976 Litton Educational Publishing, Inc, 

ISBN-0-278-42221 -7 


'U 



RECORD 7 SIDE A 


Band 1 p. 14 VARIATION IV Band 2 p. 15 BALL OF CONFU- 
SION Band 3 p. 103 CHORALE NO. 8, CANTATA NO. 80 
Band 4 p. 18 CHORALE, L’HISTOIRE DU SOLDAT 
Band 5 p. 25 AT A CERTAIN CHURCH Band 6 p. 38 
OL’ MAN RIVER Band 7 p. 38 OH, WHAT A 
j- BEAUTIFUL MORNING Band 8 p. 38 TONIGHT O 

X 


i r i ion 



Pr ocW 


STEREO 
33 1/3 
R.P.M. 



B O 0/< 

nEUj 

Dimensions 

in 

music 


Sou nD. Bert. 

RHD ^EELind 

LISTENING FOR SOUND, BEAT, AND FEELING 



STEREO 

R A- 1003 


AERO 


RECORDS 


RAY 

ANTHONY 

A "TRIP" THROUGH 
50 YEARS OF MUSIC 

(Recorded Live - In person) 

1. VEHICLE 

2. HOLD ON I’M COMING 

3. GET READY 

4. IT'S IMPOSSIBLE 

5. AQUARIUS 

SIDE 1 

6. LET THE SUNSHINE IN 

7. EVERYTHING IS BEAUTIFUL 

8. EVERYBODY'S TALKIN' 

9. SING SING SING 

10. TOOT TOOT TOOTSIE GOODBYE 

11. I WANNA BE LOVED BY YOU 

12. BLACK BOTTOM 
13. VARSITY DRAG 

14. CHARLESTON 
15. TUXEDO JUNCTION 
16. IN THE MOOD 



331/3 RPM 


STEREO 

RA-1003 


ANTHONY 

A "TRIP" THROUGH 
50 YEARS OF MUSIC 

(Recorded Live - in person) 


1. JUKE BOX SATURDAY NIGHT 

2. FLAT FOOT FLOOGIE 

3. BE! MIR BIST DU SCHON 

4. OPUS ONE 


5. TAKE THE "A" TRAIN 

6. SPANISH FLEA 

7. TUUANA TAXI 

8. SPINNING WHEEL 

9. LUCRETIA MocEVIL 

10. SMILING PHASES 

11. FREE 

12. LOVE STORY 

13. OH HAPPY DAY 


331/3 RPM 



( 1833 - 1837 ) 


MHS 4115 


(24:00) 
33 1/3 RPM 


/ No. 1 in C Minor, Op. 68 (beginning 

1. Un poco sostenuto. Allegro (14:10) 

2. Andante sostenuto ( 9 : 45 ) 

Slovak Ptfeih on wowlc Orchestra 
i'udovf! ftajtor. Conductor , 

Licensed from Opus 91 10 0634 
® Opus 1 978 
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e v 
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STEREO 


JOHAP:iWES BRAHMS 



(1833-1897) 


MHS4115 

i : 

(22:05) 

SIDE 2 


33 1/3 RPM 


COMPLETE SYMPHONIES, VOLUME I 

Symphony My. I in. C Minor, Op. 88 (conclusion) 

1. Un poco allegretto e grazioso (4:45) 

2. Adagio. Piu andante. Allegro non troppo, ma con brio 

(17:15) 

Slovak Philharmonic Orchestra 
L'udovn Rajtar, Conductor 




Licensed irom Opus 91 10 0534 
(?) Opus 1 978 


'©. c * 
SiCal Heritage soc'^ ’ 
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STEREO 

JOHANNES BRAHMS 

(1833-1897) 


SIDE 1 
(24 :4 4) 






MHS 4116 

33 1/3 RPM 


SYMPHONIES, VOLUME I 

Symphony No. 2 in D Major, Op. 73 

(beginning) 

1 . Allegro non troppo (1 5:24) 

2. Allegro non troppo. L'istesso tempo, ma grazioso (9:15) 

Slovak Philharmonic Orchestra 
L'udovit Rajtor, Conductor 

Licensed from Opus 9110 0535 
? Opus 1 978 


©© 


M, 


I 

iJs ' c Qt Heritage $oci®*V 
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STEREO 

JOHANNES BRAHMS 

(1833-1897) 


& 


SIDE 2 

(15:22) 


MHS 4116 
33 1/3 RPM 


COMPLETE SYMPHONIES, VOLUME I 

Symphony No. 2 in D IWisJor, Opus 73 (conclusion) 

1 . Allegretto grazioso. Quasi andantino 
Presto, ma non assai (5:22) 

2. Allegro con spirito (9:55) 

Slovak Philharmonic OfGhostra 
L'udovit Rajter, Conductor 
Licensed from Opus 9110 0535 
® Opus 1 978 


®(C) fL 

Uaic *l Heritage Social . xr * C ' ' 




IF I CAN HELP SOMEBODY 
GWEN CARTER 

TCA 103 

(TCA 41078 1) Side 1 

Executive Producers: STEREO/MONO 

Barbara Darden & Clyd* G. Carter @1978 TCS Records 

Ca?v% Carr for Carters Music BM I 




Music is ^ 
our Messaqe 

1977 Tony Carter Ent 


IF I CAN HELP SOMEBODY 
GWEN CARTER 


TCA 103 
(TCA 41078 4) 
Executive Producers: 
Barbara Darden & Clyde I 
Co-Producer 
Calvin Carr for 
Tony Carter Enterprise 


Side II 

STEREO/MONO 

@1978 TCS Records 
Carters Music BMI 


God Is So Good To Me (Insty.) 
Learning To Lean /, 

You Can't Make Me Doubt Him 

He ^ 

Learning To Lean (Encore) 


Walnut. St 


fl 

LEETE-STEVENS 

FAMILY FUNERAL HOMES & CREMATORY 


November 12, 2015 

Mr. Lawrence D. Peck 
102 Sycamore St. 

Millbury, MA 01527 


Statement of Funeral Expenses for: Thomas A. Peck 


Leete-Stevens 
Enfield Chapels 
P. O. Box 1094 
61 South Road 
Enfield, CT 06083 

Phone: (860) 749-2244 
Toll Free: 1-877-533-8378 
Fox: (860) 763-2815 

E-mail: Leetestevens@gmaiJ.com 


Somers Funeral Home 

R Q Box 370 
354 Main Street 


Date of Death: October 27, 2015 


PROFESSIONAL SERVICES: 


Services of Director and Staff 

$ 

2,295.00 


Topical Disinfection 

$ 

290.00 


Cremation And Processing 

$ 

390.00 

Sub Total: 

$2,975.00 

OTHER STAFF AND RELATED FACILITIES: 

Staff and Equipment for Graveside Service / Final Disposition 

$ 

450.00 

Sub Total: 

$450.00 

TRANSPORTATION: 

Transfer of Remains 

$ 

420.00 


Service Vehicle 

$ 

180.00 

Sub Total: 

$600.00 

MERCHANDISE: 

Urn: Orca Black Mackenzie 

$ 

395.00 


Alternate Container: Cremation container (wood for weight) 

$ 

150.00 


Register Book 

$ 

50.00 


Prayer Cards 

TOTAL FUNERAL HOME CHARGES: 

$ 

50.00 

Sub Total: 

$645.00 

$4,670.00 

CASH DISBURSEMENTS: 

St. Mary Cemetery 

$ 

445.00 


2 Certified Death Certificates at $ 20.00 each 

$ 

40.00 


Clergy Honorarium 

$ 

200.00 


Flowers 

$ 

212.70 


Medical Examiner Fee 

$ 

150.00 

Sub Total: 

$1,047.70 

TOTAL FUNERAL EXPENSE: 
BALANCE: 

$5,717.70 

$5,717.70 


Somers, ( .T 06071 


Phone: (860) 749-841 3 
Toll free: 1-877-533-8378 
Fax:(860)763-2815 


Windsor Locks Funeral Hume 

44 1 Spring Street 
Windsor Locks, CT 06096 


Plume: (860) 623-3498 
Toll free: 1-877-533-8378 
Fax: (860) 623-9387 


